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ABSTRACT 
Music teachers often have life and educational experiences which lead them to 
identify with a specific role and community of individuals with common interests—for 
instance, band director, choral director, or orchestra director. But if teachers lack 
experience and identification with jazz improvisation, and their teaching positions require 
them to teach a jazz ensemble, how do they find membership in a community of jazz 
improvisers and educators? To what extent do the borders of the jazz community of 
practice intersect with those of other music communities of practice? Moreover, who are 
the brokers that facilitate movement between different music communities of practice? 
Viewed through the lens of Lave and Wenger’s (1991) concept of legitimate 
peripheral participation, in this qualitative multiple case study, I investigated three 
instrumental music teachers as they became more adept both at improvising and at 
teaching jazz improvisation. As the research suggested, the process of learning is not 
merely about acquiring information; it is also about changing a music teacher’s practice, 
resulting in his or her increased confidence as an improvising musician within a 
community of practice. 
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Pre- and post-study visits to the participants’ respective schools, participants’ 
enrollment in an eight-week jazz improvisation workshop (jazz community of practice), 
and their subsequent attendance at a one-week summer jazz residency generated this 
study’s data, which took the form of recorded video, audio observations, and interviews. 
The qualitative research analysis program NVivo facilitated several cycles of coding, 
categorizing, and sub-categorizing data. The following themes developed from the data 
analysis: finding time to practice; motivation; past experiences; confidence; and piano 
skills. 
The findings of this study suggest that creating a community of practice, 
mentored by a professional in the field of study, and lasting for an extended length of 
time, creates an effective situated learning environment that enhances professional 
development. To varying degrees, each participant incorporated information, concepts, 
and techniques from the workshops and summer jazz residency into their school 
curriculum, and became more confident teachers of jazz improvisation.  
As important as professional development is for inservice music teachers, a well-
rounded undergraduate music curriculum, which includes jazz pedagogy, may help 
preservice music teachers become better trained inservice music teachers.  
Future researchers might consider studying extended music teacher professional 
development workshops as well as research student learning as a result of teachers 
participating in those workshops.  
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CHAPTER ONE: Introduction and Background 
The National Association of Schools of Music (NASM) “has been designated by 
the United States Department of Education as the agency responsible for the accreditation 
throughout the United States of free-standing institutions that offer music and music-
related programs . . . including those offered via distance education” (National 
Association of Schools of Music Handbook, 2017–18, p. 1). Music teacher preparation 
programs, which must meet the requirements of accrediting bodies such as NASM, have 
curricula that are focused on requirements for certification, but these programs do not 
necessarily have a comprehensive music curriculum that includes jazz studies and 
improvisation. Considering that NASM and the California music teaching credential 
program do not require coursework in jazz for an undergraduate degree in music 
education or a single subject teaching credential, it can be difficult for California 
preservice music teachers to learn, and consequently to teach their students, how to 
improvise.  
Music teachers often have life and educational experiences which lead them to 
identify with a specific role; as a band director, choral director, orchestra director, 
elementary music teacher, or, even more specifically, as an Orff or Kodály teacher. For 
example, it is not uncommon for a classically trained instrumental teacher to find herself 
teaching a jazz ensemble. Researchers refer to this as out-of-field teaching (e.g., Brodbelt, 
1990; Hobbs, 2013; Ingersoll, 1998).  
Ingersoll (1998) defined out-of-field teaching as “teachers being assigned to teach 
subjects that do not match their training or education” (p. 774). Brodbelt (1990) stated, 
  
2 
“One of the most significant problems in education is the misassignment of teachers to 
out-of-field teaching . . . The misassignment of teachers is a glaring problem that has 
existed for decades . . .” (p. 282). Hobbs (2013) wrote, “Teaching ‘out-of-field’ occurs 
when teachers teach a subject for which they are not qualified. The issues around this 
increasingly common practice are not widely researched and are under-theorised” (p. 
271). 
Out-of-field teaching raises an important pedagogical question regarding jazz, 
especially for K–12 instrumental music teachers. If music teachers lack experience and 
identification with jazz improvisation, but are teaching a jazz ensemble as part of their 
job responsibilities, where do they go to seek additional information or material? How do 
they find membership in a community of jazz improvisers and educators? Since teachers 
cannot teach what they do not know, they may look to professional development as a way 
of improving their understanding of jazz pedagogy and improvisation. In this qualitative 
multiple case study, I explored the journeys of three inservice instrumental teachers as 
they participated in a jazz community and strove to develop their knowledge of jazz 
pedagogy and jazz improvisation. 
Communities of Practice 
Finding membership in a jazz community is not merely a matter of playing jazz 
(the practice of jazz) but of making jazz meaningful and identifying as a jazz improviser 
and educator. This situated way of looking at professional development stands in stark 
contrast to the common one- or two-day workshop, during which identity and practice are 
seldom cultivated. Situated learning focuses on the social aspects of learning. This type 
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of learning occurs when: “A person’s intentions to learn are engaged and the meaning of 
learning is configured through the process of becoming a full participant in a 
sociocultural practice” (Lave & Wenger, 1991, p. 29). A “sociocultural practice” is 
delineated by Lave and Wenger and later by Wenger (1998) as a community of practice. 
Legitimate Peripheral Participation 
Situated learning is a social construct that shifts the focus of learning from an 
isolated activity to a community of practice. Legitimate peripheral participation refers to 
a process whereby new members of a group develop skills and knowledge through 
participation in a sociocultural community of practice (Lave & Wenger, 1991; Wenger, 
1998). Lave and Wenger (1991) introduced the theory of legitimate peripheral 
participation in order to describe an individual’s learning process. According to the 
authors, “Mastery of knowledge and skill requires newcomers to move toward full 
participation in the social cultural practice of the community” (p. 29). Learning occurs as 
new members interact in a community of like-minded individuals and move from the 
periphery of a community, new and inexperienced, to the center of the community, to 
become an experienced “old-timer.” Lave and Wenger stated: 
Learning viewed as situated activity has as its central defining characteristic a 
process we call legitimate peripheral participation. By this we mean to draw 
attention to the point that learners inevitably participate in communities of 
practitioners and that the mastery of knowledge and skill requires newcomers to 
move toward full participation in the sociocultural practices of a community. 
“Legitimate Peripheral Participation” provides a way to speak about the relations 
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between newcomers and old-timers, and about activities, identities, artifacts, and 
communities of knowledge and practice. It concerns the process by which 
newcomers become part of a community of practice. (p. 29) 
Two things must occur for a new member to become a full member of a 
community. First, the new member must gain legitimacy with the existing members of 
the community. Second, the new member needs to build a connection with the three main 
areas of practice: “(1) joint enterprise, (2) mutual engagement, and (3) shared repertoire” 
(Wenger, 1998, p. 73). 
 In the context of this study, participants who were interested in learning how to 
play and improvise in the jazz genre were part of a jazz community of practice that met 
for weekly workshops as well as weekly online discussions. Positioned on the periphery, 
new members had the opportunity to observe and interact with a more experienced 
member. As new members in the jazz community, involvement in the jazz workshops 
may have helped them gain legitimacy with the other members of the community and 
enabled them to proceed through the three areas of practice mentioned above. Ultimately, 
their involvement in the community increased as they learned the repertoire and moved 
toward the center of the community. 
Knowledge does not come from one person or place within a community (Lave 
and Wenger, 1991). The term decentering has been used to describe what occurs when 
the focus of learning shifts from teaching to learning as a result of the relationships 
members develop within their community. Decentering “leads to an understanding that 
mastery resides not in the master but in the organisation of the community of practice of 
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which the master is a part” (Lave and Wenger, 1991, p. 94). 
“Theories that reduce learning to individual mental capacity/activity in the last 
instance blame marginalized people for being marginal” (Lave, 1996, p. 149). Morrell 
(2003) stated that legitimate peripheral participation is an attempt to move away from the 
idea “that teachers are sole disseminators of knowledge and that students are empty 
vessels” (p. 90). 
Lave and Wenger (1991) discussed the relationship between legitimate peripheral 
participation and communities of practice and noted, “The practice of the community 
creates the potential ‘curriculum’ in the broadest sense—that which may be learned by 
newcomers with legitimate peripheral access” (p. 92). Moreover, a “learning curriculum  
. . . evolves out of participation in a specific community of practice” (p. 97). Regarding 
this relationship, the authors stated: 
[A] community of practice is a set of relations among persons, activity, and world, 
over time . . . [it] is an intrinsic condition for the existence of knowledge, not least 
because it provides the interpretive support necessary for making sense of its 
heritage. (p. 98) 
Wenger (1998) started to explore the concept of a community of practice, rather 
than legitimate peripheral participation, as a framework for learning. In talking about this 
work with Jean Lave, Wenger explained: 
Toward this end, we used the concept of legitimate peripheral participation to 
characterize learning. We wanted to broaden the traditional connotations of the 
concept of apprenticeship—from a master/student or mentor/mentee relationship 
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to one of changing participation and identity transformation in a community of 
practice. The concepts of identity and community of practice were thus important 
to our argument, but they were not given the spotlight and were left largely 
unanalyzed. (pp. 11–12) 
Wenger (1998) described a community of practice as a “conceptual framework 
from which to derive a consistent set of general principles and recommendations for 
understanding and enabling learning” (p. 4). Wenger explored four components of this 
social theory of learning (community of practice): 
• Meaning: a way of talking about our (changing) ability—individually and 
collectively—to experience our life and the world as meaningful.  
• Practice: a way of talking about the shared historical and social resources, 
frameworks, and perspectives that can sustain mutual engagement in 
action.  
• Community: a way of talking about the social configurations in which our 
enterprises are defined as worth pursuing and our participation is 
recognizable as competence.  
• Identity: a way of talking about how learning changes who we are and 
creates personal histories of becoming in the context of our communities. 
(p. 5) 
Most individuals are members of several communities of practice at once and 
have different identities within each community (Wenger, 1998). A music teacher, for 
example, might see herself as an old-timer and master practitioner in a community of 
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string education practice, but in a community of jazz education practice, she may see 
herself as a relative newcomer. According to Wenger (1998), brokers and boundary 
objects connect communities of practice. Wenger used the term boundary objects to 
“describe objects that serve to coordinate the perspectives of various constituencies for 
some purpose” (p. 105). 
In music, a boundary object might be repertoire or a musical instrument; 
something that facilitates relationships between communities of practices. Similarly, 
there are individuals who make connections across communities of practice. Wenger 
(1998) called these individuals “brokers” (p. 108). Wenger pointed out that brokers must 
be legitimate participants in more than one community of practice, and that “the job of 
brokering is complex. It involves processes of translation, coordination, and alignment 
between perspectives” (p. 109). Brokers are able to foster learning or professional 
development by “introducing into a practice elements of another [community]” (p. 109). 
When music teachers join a new community of practice as a form of professional 
development, they are likely to rely on a broker to translate and help them learn.  
In the capacities of a broker, researcher, facilitator, mutual participant, and 
observer, I was able to introduce experience and elements of jazz pedagogy and 
improvisational techniques into the jazz community of practice, as well as connect those 
elements with other genres. I will discuss these roles in greater detail in the third chapter 
where I discuss the methodology used for this study. 
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Professional Development 
Professional development is an important part of an inservice teacher’s quest to 
improve his or her teaching practice. In an address to the American Educational Research 
Association, Borko (2004) contended that professional development available to teachers 
is “woefully inadequate . . . fragmented, superficial, and [does] not take into account 
what we know about how teachers learn” (p. 3). In research studies by Bauer (2007) and 
Filsinger (2014), music teachers reported a lack of content-specific professional 
development opportunities offered by school districts. Participants in Filsinger’s (2014) 
research “believed PD [professional development] in their schools did not meet their 
needs as novice teachers and music teachers” (p. 54). According to Garet, Porter, 
Desimone, Birman, and Yoon (2001), the dominant model of professional development 
“and the one most criticized in the literature” is the workshop that takes place with 
experts outside of the classroom (p. 920). These one- or two-day workshops seldom 
provide teachers with either the time or the resources necessary to change their classroom 
practices. Seen in this light, the dominant model of the workshop as a form of 
professional development may promote only short-term acquisition of skills and 
knowledge, and may not provide long-lasting changes in practice or identity. 
In response to this model, Borko (2004) claimed that professional development 
should focus on teachers’ content knowledge, with an “explicit focus on subject matter” 
(p. 5). To illustrate, the author cited professional development programs for math and 
science teachers focused on mathematical problem solving, and scientific experiments 
that take place in intensive summer programs, “followed by ongoing support during the 
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school year” (p. 6). Borko asserted that these math and science programs are examples of 
situated learning, where teacher learning and professional development are viewed as 
changes in practice. Professional development programs that incorporate situated learning 
techniques are important for instrumental music teachers who lack jazz experience and 
would like to improve their pedagogical practice.  
Learning Jazz Improvisation  
Researchers have suggested that many music majors, who are not specifically jazz 
majors, receive little to no instruction in jazz pedagogy and improvisation during their 
undergraduate course work (Campbell, 2009; West, 2014). As a result, they may lack the 
confidence to teach improvisation (Azzara, 2002; Balfour, 1988; Bell, 2003; Bernhard, 
2012; Brophy, 2002; Campbell, 2009; Ward-Steinman, 2007; West, 2014). Campbell 
(2009) noted that improvisation is not a requirement of many undergraduate music 
curricula. In a report for The College Music Society (CSM), Campbell et al. (2014) 
established a task force and outlined a manifesto for progressive changes in the 
undergraduate music major curricula. Emphasizing that improvisational skills benefit the 
developing musician, the task force noted that with a “foundation of systematic 
improvisation and composition, new levels of vitality and excellence are possible in the 
interpretive performance domain” (pp. 2–3).  
The lack of preparation in improvisation for undergraduate music majors may be 
related to the fact that the National Association of Music Schools (NASM) does not 
include improvisation in their undergraduate music curriculum requirements for music 
education majors (NASM, 2017–18). Many inservice instrumental music teachers lack a 
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background in improvisation but feel the need to improve their knowledge of jazz. A 
professional development program designed to help educators develop remedial 
improvisation skills, realize lasting changes in their teaching practice, and increase their 
confidence in teaching improvisation is sorely needed. 
Music teachers may need more than the dominant model of professional 
development (i.e., one- or two-day workshops) in order to improve their content-area 
understanding and their ability to teach and improvise jazz. Jazz improvisation is a craft 
that is not typically learned during a one- or two-day workshop. Proficiency as an 
improviser requires diligence, practice, repetition, and modeling by experienced 
practitioners. To improve improvisational skills, educators may seek to join a jazz 
community of practice and work with other educators in an ongoing professional 
development workshop.  
An important question remains: How does this professional development learning 
process work? A study is needed that will portray a group of music teachers’ journeys as 
they join and navigate a jazz community of practice to improve their skills teaching jazz 
improvisation. 
Rationale 
In this study, I examined the development of three instrumental music teachers as 
they improved their ability to improvise and teach jazz improvisation through a series of 
professional development workshops. The process of learning improvisation was not 
simply about acquiring information; rather, it was about changing a music teacher’s 
practice, understanding, knowledge, and confidence as an improvising musician and 
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educator. 
The need for effective professional development among teachers has been well 
documented (Borko, 2004; Desimone, Porter, Garet, Yoon, & Birman, 2002; Garet et al., 
2001; Grimmett, 2014; Moore & Griffin, 2007). Coupled with this is the need to give 
teachers the means that will direct and inspire them to join additional communities of 
practice. Borko (2004) stated that parents and administrators “cannot expect teachers to 
create a community of learners among students if they do not have a parallel community 
to nourish their own growth” (p. 7). Wenger (1998) used the concepts of communities of 
practice and identity as an entry into a social theory of learning, commenting, “a 
community of practice is a living context that can give newcomers access to competence 
and also can invite a personal experience of engagement by which to incorporate that 
competence into an identity of participation” (p. 214). 
Outlining the theories of teachers’ professional development, Grimmett (2014) 
described relational agency as a particularly important concept. Relational agency is the 
idea that “individuals can go beyond their own current position, role and competences by 
drawing on the resources of others they collaborate with, simultaneously transforming 
both the object of their joint activity and their own individual development” (p. 19). 
According to Wenger (1998), relational agency is what happens as one navigates a 
community of practice. 
The results of this study may have broader implications and benefits for music 
teachers outside of the jazz field. Through effective long-range professional development 
activities, music educators will continue to “develop new skills and strategies for 
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teaching in their field in order to maintain effective teaching and long-term success” 
(Moore & Griffin, 2007, p. 48). The findings from this research may help to inform 
music teachers regarding the importance of looking to effective and long-range 
professional development as a means to develop their musicianship skills and to better 
understand how to teach jazz improvisation. 
Purpose of the Study 
The purpose of this study was to examine how three instrumental music teachers, 
with minimal experience in jazz pedagogy and improvisation, began to develop skills and 
confidence as jazz improvisers and educators. This study chronicled their movement from 
the periphery toward the center of their jazz community of practice—during an eight-
week jazz improvisation workshop (jazz community of practice) and a weeklong summer 
jazz residency. 
Research Questions 
The following research questions guided this inquiry. 
1. What were the experience levels of each participant with jazz improvisation prior 
to entering the jazz community of practice during this study? 
2. Considering the periphery and movement toward the center of the jazz 
community of practice: 
a. How does each participant describe their identity as a jazz improviser and 
jazz educator? 
b. How do the participants describe the joint enterprise of the jazz 
community of practice? 
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3. How have the attitudes of the participants, on the role and importance of teaching 
jazz improvisation and pedagogy, changed after the eight-week workshop and 
residency? 
4. How have the participants’ teaching practices, in their respective ensembles, 
changed as a result of participating in this study? 
Orientation of The Study 
This multiple case study details the journey of three participants as they studied 
jazz pedagogy and improvisation. In Chapter One, I introduced the terms situated 
learning, communities of practice, and legitimate peripheral participation, as defined by 
Lave and Wenger (Lave & Wenger, 1990; Wenger, 1998) and contrasted the notion of 
professional development versus legitimate peripheral participation. In addition to 
presenting the conceptual framework guiding this inquiry, I presented the rationale and 
purpose, and stated the questions that guided the research. 
What follows in Chapter Two is a review of the literature that influenced this 
study. The design and methodology of this study are discussed in Chapter Three. Chapter 
Four contains a within-case analysis and introduces each participant in this study. 
Chapter Five, a cross-case analysis, explores themes uncovered through data analysis. 
Themes are discussed as they relate to the participants and answer the research questions. 
Chapter Six features a discussion of the findings and explores the implications of this 
study and concludes with recommendations for further research. 
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CHAPTER TWO: Review of Literature 
A tension exists between the theory of legitimate peripheral participation and the 
practice of professional development in the field of jazz music education. To characterize 
this tension, I review the literature on Lave and Wenger’s (1991) model of situated 
learning and theory of legitimate peripheral participation. To furthur develop the tension 
that exists, I also review literature on Wenger’s (1998) concept of a community of 
practice, and the role that a community of practice plays in the learning process. 
Afterward, I explore the literature on teacher professional development and highlight the 
best practices that influenced this research. Finally, I discuss the literature on jazz and 
improvisation in music teacher education. 
Legitimate Peripheral Participation and Communities of Practice 
Legitimate peripheral participation and communities of practice have provided a 
framework for research on situated learning (Lave & Wenger, 1991; Wenger, 1998). 
Situated learning focuses on the relationship between learning and social coparticipation. 
The following literature highlights studies that explore the theoretical framework of 
legitimate peripheral participation and communities of practice. 
Morrell’s (2003) research employed the theoretical framework of legitimate 
peripheral participation in order to examine professional development practices in an 
urban setting. Though a focus of Morrell’s research was on improving teachers through 
professional development, Morrell wanted to “advocate for professional development that 
is situated in meaningful practice” (p. 90). 
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Concerned with the attrition of urban schoolteachers, Morrell (2003) designed a 
critical research seminar, which involved urban students, teachers, university-based 
researchers, attorneys, and community activists. Morrell commented: 
Without stable teaching forces in central city schools, students and staffs are at a 
loss to build networks of trust or engage in long-term, local-level reforms. The 
recent emphasis on teacher education is important, but it cannot overshadow the 
need to focus on the teachers who are already in schools. Key components in the 
struggle for social justice urban schools have to be teacher retention and 
meaningful professional development. (p. 90) 
Morrell (2003) advocated “for professional development that is situated in 
meaningful practice and empowering of teachers as intellectuals and as agents of reform” 
(p. 89). Morrell’s goal was to “consider how theories of situated learning and critical 
teaching can influence larger conversations amongst teachers, administrators, and 
researchers interested in making changes in professional development practices (p. 93). 
Morrell focused on four structures that were important to “the professional development 
of critical educators: public teaching episodes, co-planning and debriefing sessions, 
multiple extended observations of professional practice, and the teacher research 
seminar” (p. 93). Of the four structures noted, teachers found that the public teaching 
episodes contributed to their professional development in a unique way. “Teachers rarely 
get to watch each other teach and reflect together on the practice witnessed” (p. 94). Not 
only were teachers being observed and critiqued, the teachers “observe[d] each other 
teach and interact with a similar group of students” (p. 94). 
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Conclusions from Morrell’s (2003) research supported Lave and Wenger’s (1991) 
concept of legitimate peripheral participation. “Learning from the seminar indicated that 
professional development is informative and enabling when it is a situated activity, when 
teachers are allowed to work with one another in the context of solving real problems 
related to their critical practice” (Morrell, 2003, p. 98). Situated is a concept that often 
appears in Morrell’s research and is also central to Lave and Wenger’s theory of how 
legitimate peripheral participation functions within communities of practice. Morrell’s 
research informs this current study by connecting situated learning with the practice of 
professional development. 
Building on the concept of social learning, E. Wenger-Trayner and B. Wenger-
Trayner (2014) defined a community of practice as “groups of people who share a 
concern or a passion for something they do and learn how to do it better as they interact 
regularly” (p. 1). For a community of practice to exist, three characteristics must be 
present; “the domain, the community, and the practice” (p. 2).  
A community of practice is not merely a group of acquaintances or friends. A 
community of practice “has an identity shared by a domain of interest” (E. Wenger-
Trayner & B. Wenger-Trayner, 2014, p. 2). As part of a community, members engage in 
common activities, share information, establish relationships, and stay involved with the 
interests of the domain. “Members of a community of practice are practitioners. They 
develop a shared repertoire of resources: experiences, stories, tools, ways of addressing 
recurring problems—in short, a shared practice” (p. 2). 
E. Wenger-Trayner, Fenton-O’Creevy, Hutchinson, Kubiak, & B. Wenger-
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Trayner (2015) expanded the focus of a community of practice from an individual 
community to landscapes of practice. They “argue[d] that the ‘body of knowledge’ of a 
profession is best understood as a ‘landscape of practice’ consisting of a complex system 
of communities of practice and the boundaries between them” (E. Wenger-Trayner et al., 
2015, p. 13). Navigating multiple communities of practice and discovering how the 
borders of one community affected an individual’s movement between and through 
several communities of practices were of primary concern when addressing the research 
questions that guided this inquiry. 
E. Wenger-Trayner et al. (2015) considered that the intersecting and crossing of 
boundaries from one community of practice to another was an important function of 
learning. Introducing the concept of knowledgeability, E. Wenger-Trayner et al. argued 
that one’s knowledge or competence “is defined within a single community of practice” 
(p. 13), whereas “knowledgeability manifests in a person’s relations to a multiplicity 
across the landscape” (p. 13). However, as Fenton-O’Creevy, Brigham, Jones, and Smith 
(2015) pointed out, “a sense of identity . . . in one context [community], may be difficult 
to express in another” (p. 43). For example, a classically trained music teacher, who is 
viewed as a master practitioner in a community of string education practice, may initially 
feel out of place in a jazz community of practice. 
E. Wenger-Trayner et al. (2015) also explored other modes of participation within 
a community of practice, not just from the periphery toward the center, which is the focus 
of legitimate peripheral participation. One of the other modes of participation, which was 
first introduced by Wenger (1998), was described as marginal participation in a 
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community of practice. Wenger posited that there could be other paths of movement 
within a given community of practice. Lea (2005) acknowledged: 
Peripheral participation can, therefore, be enacted in different ways by different 
members of a community of practice, and choosing to remain on the periphery 
may be one way in which students retain power, and maintain their own sense of 
identity, in the learning process. (p. 190) 
In a study involving university students moving through an academic community 
of practice, Fenton-O’Creevy et al. (2015) observed that “not all participants in 
communities of practice understand their journeys as leading to full participation; some 
are just visiting” (p. 43). To describe different modes of marginality, Fenton-O’Creevy et 
al. (2015) introduced the terms tourists, and sojourners. Tourists were defined as 
members who exhibit low levels of participation in a community of practice. Tourists 
interact superficially, and as a result, their identities rarely change. Sojourners, in 
contrast, took a more active role in a community of practice. Even though sojourners 
knew they were just passing through, and would not become fully assimilated, their 
engagement in the community of practice would still have a changing effect on their 
identity. 
Kenny’s (2014) goal was to develop a high quality after-school music program 
that would supplement the primary school’s music program. Working with the theoretical 
concepts of Lave and Wenger’s (1991) legitimate peripheral participation and Wenger’s 
(1998) community of practice, Kenny examined the development of a community of 
musical practice among preservice teachers from Mary Immaculate College, the Learning 
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Hub, and students from a primary school. Participants in the study came from a 
community that was known for gang wars, crime, unemployment, and single-parent 
households. 
The guiding question in Kenny’s (2014) case study was, “how [can] a community 
of musical practice [be] developed through this partnership project?” (p. 397). Kenny 
referenced Wenger’s (1998) three dimensions of a community of practice: mutual 
engagement, joint enterprise, and shared repertoire. In this context, mutual engagement 
was shaped through the development of a common practice. Student teachers viewed 
their participation as mutual rather than teacher-centered. During the study, their joint 
enterprise was examined as was the negotiated goals of relevance that emerged. In 
defining joint enterprise, Wenger (1998) made three points that are relevent to a 
community of practice: 
• It [joint enterprise] is the result of a collective process of negotiation that 
reflects the full complexity of mutual engagement. 
• It [joint enterprise] is defined by the participants in the very process of 
pursuing it. It is their negotiated response to their situation and thus 
belongs to them in a profound sense, in spite of all the forces and 
influences that are beyond their control. 
• It [joint enterprise] is not just a stated goal, but creates among participants 
relations of mutual accountability that become an integral part of the 
practice. (p. 77) 
In Kenny’s (2014) study, shared repertoire manifested itself in “routines, 
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behavior, interactions, and communal activities” (p. 405). In further discussing the 
student teachers’ participation as being mutual rather than teacher-centered, Kenny 
stated, “Were the students teaching the children or the children teaching the students?” 
(p. 406). Kenny concluded that the community of practice theoretical framework was a 
benefit to the case study. Considering that a community of practice is central to this 
current case study, Kenny’s research helped to clarify the practical aspects of mutual 
engagement, joint enterprise, and shared repertoire. 
Partti and Karlsen (2010) explored modes of teaching and learning music rooted 
in informal learning. They “engage[d] in a theoretical exploration of the underpinning 
societal forces that have enabled” (p. 370) students, through the use of technology, to 
create online communities of learning. The researchers referenced the theories of 
sociocultural learning by Lave and Wenger (1991) and Wenger (1998) while 
investigating an online music community called Mikseri. At the time of their research, 
Mikseri hosted more than 80,000 copyright-free pieces of music composed by its users. A 
majority of the users had no previous formal musical training and considered themselves 
to be self-taught. 
One area of Partti and Karlsen’s (2010) study informing this research was their 
focus on music students who were primarily informal learners (self-taught). The 
researchers emphasized that music teachers need “to make formal music education 
correspond better with the musical worlds that students are facing . . .” (p. 378). They 
urged educators to bring informal music learning into formal schooling situations and 
encourage peer-to-peer learning situations in those formal learning environments. 
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As noted by Green (2008), an essential component of informal music education is 
the ability of students to “match pitches on instruments with those on their chosen 
recording” (p. 4), which they do independently, without a teacher. Even though there are 
many books written on jazz improvisation, informal music education plays a significant 
role in learning jazz. Developing one’s ear to reproduce melody and harmony is 
fundamental to the development of jazz improvisational skills. 
In their study, Partti and Karlsen (2010) stated, “online communities have also 
been found to function as communities of practice” (p. 375). In addition to communities 
of practice, the researchers referenced Lave and Wenger’s (1991) theory of legitimate 
peripheral participation, commenting that, “learning happens through legitimate 
peripheral participation, . . . or in other words by members being situated in a social 
world constituted by the community of practice, taking part in its activities and 
interacting with its identities and artefacts” (p. 377). 
Thompson (2005) proposed that organizations should sponsor the creation of 
communities of practice, but that empirical research had suggested that “attempts to 
control group interaction by introducing too much structure are likely to result in the 
demise of the community itself” (p. 151). Thompson’s research focused on two key 
questions: “How can organizations build and nurture structural components of CoPs 
[community of practices], and how can organizations encourage the generation of 
epistemic components of CoPs by fostering communicative interaction around the 
structures” (p.151)? Referring to the structural and epistemic components of communities 
of practice, Thompson noted that the “mechanics of their interaction remain[ed] relatively 
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unaddressed in the literature on CoPs to date” (p. 153). Thompson studied coworkers at 
WorldSystems—a large information technology (IT) and services organization—who 
were attempting to create an in-house web design agency. The group of participants were 
comprised of approximately 40 web designers from two sites. E-future, the name of the 
new in-house design agency, was structured as a community of practice.  
Thompson (2005) summarized Wenger’s practice elements and identified each 
body of theory with the characteristics of a community of practice: 
• Theories of learning: Participation in CoPs involves communication, is 
task oriented, requires at least peripheral social inclusion, is distributed, 
and arises from a dialectic between subjective and objective realities. 
• Theories of social constitution: Situated learning exists only in interaction 
between structural forms and human action, not in either of these alone. 
• Theories of practice: CoPs are a lived sociality. 
• Theories of identity: Situated learning is negotiated experience, of which 
identity is both input and output—a connection between different 
communities, styles, and discourses. 
• Theories of situatedness: Situated learning is always context specific, and 
a function of the life trajectory, or narrative, all of the interpreter. (p. 153) 
All of community of practice characteristics identified by Thompson were experienced 
by the participants in this current study.  
Before commencing his E-future research, Thompson (2005) referenced 
Wenger’s (1998) list of factors indicating that a community of practice had been formed: 
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1) sustained mutual relationships – harmonious or conflictual  
2) shared ways of engaging in doing things together  
3) the rapid flow of information and propagation of innovation  
4) absence of introductory preambles, as if conversations and interactions were 
merely the continuation of an ongoing process  
5) very quick setup of a problem to be discussed 
6) substantial overlap in participants’ descriptions of who belongs  
7) knowing what others know, what they can do, and how they can contribute to 
an enterprise  
8) mutually defining identities  
9) the ability to assess the appropriateness of actions and products  
10) specific tools, representations, and other artifacts  
11) local lore, shared stories, inside jokes, knowing laughter  
12) jargon and shortcuts to communication as well as the ease of producing new 
ones  
13) certain styles recognized as displaying membership  
14) a shared discourse reflecting a certain perspective on the world. (Wenger, 
1998, p. 125) 
Thompson (2005) observed first-hand the day-to-day functioning of E-future. 
Members were involved in impromptu meetings, navigated the office space via scooters 
and skateboards, played music at their desks, and “male members were often unshaven 
and wore old T-shirts” (p. 156). There were bean bags, a pool table, and other games in 
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the office space, contributing to the informal and creative environment crafted by E-
future’s community of practice members. According to Thompson, “all 10 interviewees 
identified in an overwhelmingly positive and personal manner with E-future” (p. 157). 
Loosely connected to the formal structure of WorldSystems, its parent company, E-future 
was a thriving web design agency—until one day it was not. 
With the success of E-future, WorldSystems decided to expand the agency by 
transferring approximately 100 additional employees to the two sites. WorldSystems also 
initiated new billing procedures, called “the bench, which distinguished between 
chargeable . . . and non-chargeable activity” (Thompson, 2005). The result of these and 
many more corporate decisions initiated a change in the culture of E-future, destroying 
the collaborative, creative, and mutually-defining identities of the original members of E-
future. Thompson’s (2005) research is relevant to this current inquiry because the 
research clarified the concepts of Lave and Wenger’s (1991) situated learning (legitimate 
peripheral participation), and highlighted the delicate structural balance of Wenger’s 
(1998) community of practice. 
Countryman (2009) interviewed 33 former high school students in order to 
determine whether or not high school music programs might be considered communities 
of practice. The students interviewed ranged from 19–25 years old. Countryman’s 
research question was “what do former high school students who discontinued formal 
music study upon graduation recall about their school music experiences” (p. 96). Thirty 
students reported that they had been very involved in their school’s music programs. 
After 65 hours of interviews “what emerged most strongly from the data analysis [was] 
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the enormous importance of community as the umbrella for self-making and music 
making” (p. 93). 
Reviewing the three fundamental elements of a community of practice, mutual 
engagement, joint enterprise, and shared repertoire (Wenger, 1998), Countryman (2009) 
concluded that the participants interviewed for the research “were part of a real 
community of practice, . . . [and] were involved in music programmes where they were 
given some degree of control over aspects of their school music experience” (p. 100).  
Participants often remarked to Countryman (2009) that music in high school was 
just as much about the social aspect, comradery, and belonging to a community, as it was 
about the music. Many participants also made mention that some of their most 
memorable experiences were when they performed a solo, or improvised and were 
embraced by other students in the group. Participants said that they were most engaged 
when they were given “opportunities to exercise musical leadership, to substantively 
influence or direct aspects of the running of the school music programme through 
meaningful leadership opportunities” (p. 103). 
Unrelated to the discussion of communities of practice, but of importance to this 
current inquiry, Countryman’s (2009) fourth of six recommended implication for music 
education stressed: 
Provide regular opportunities to improvise, arrange and compose music 
collaboratively. It needs stressing that the practice of improvisation must extend 
beyond jazz. While improvising in jazz style is important, and deeply valued by 
many students who experience it, improvisation opportunities should not be 
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restricted to students who can access jazz instruction. Rather, improvisation needs 
to be viewed as a teaching/learning tool for exploring a full range of musical 
styles. (p. 107) 
Countryman’s (2009) fourth recommendation about the value of teaching students 
to improvise, arrange, and compose music, echos my views and influenced the design of 
this study. Also, the emphasis Countryman placed on teaching all music students to 
improvise concurs with my teaching practice. 
Researching college and university music curricula in the United Kingdom (UK), 
Hewitt (2009) “interrogate[d] the relationship between stylistic diversity and music 
provision, specifically in relation to teaching and assessment, and consider[ed] music 
styles as examples of ‘communities of practice’ into which students may be inducted 
through formal and informal means” (p. 329). Hewitt observed an increase in music 
student enrollment, which “stimulated a particularly musical development, namely the 
diversity of musical styles that [were] studied in Music departments and conservatoires” 
(p. 330). Hewitt noted that instituting assessment procedures that would be relevant and 
beneficial to students became increasingly challenging as the curricula moved away from 
the former dominant model of Western European classical music. 
Hewitt (2009) stated that musical styles were not just about the music, but also 
about the prevailing practices of composing and performing the style of music. Hewitt 
described these as the “extramusical aspects of style” (p. 330). Hewitt suggested that the 
musical and extramusical elements of a given style are structural components of a 
community of practice. According to Hewitt, every musical style has specific attributes 
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that make the music unique. Those musical attributes include melody, harmony, 
commonly used instruments, as well as the extramusical elements in which the music was 
created, performed, and consumed by the listener. 
 Three of Hewitt’s (2009) extramusical aspects of style that have relevance in jazz 
music education were identified as: “(1) pedagogical practices, (2) performance practices 
and (3) practices of transmission” (p. 330). Pedagogical practices reflected the tradition 
of teaching and learning. Hewitt pointed out that classical music was traditionally taught 
in one-on-one private lessons with a teacher and a student, while popular music followed 
a more informal “shared teaching” (p. 331) approach. Connecting with the standard 
practices of a style is essential for students as they gain entry into a community of 
practice. 
Every musical style “embodies a broader set of performance practices” (Hewitt, 
2009, p. 331). The researcher contrasted a classical performance, performed with a 
conductor in a formal setting, with that of a rock band. Additionally, Hewitt remarked on 
the response of the audience in attendance at different types of concerts. At a jazz 
concert, it is common for members of an audience to clap in the middle of a song—most 
often after a solo—whereas applause in the middle of a concerto would be inappropriate. 
“Each style has an associated set of normative behaviours and practices and to break 
these norms is to identify oneself as an outsider (Hewitt, 2009, p. 331).  
Hewitt (2009) makes a clear connection between higher education’s varied 
approaches to pedagogy and Lave and Wenger’s (1991) communities of practice. It is this 
association that informs the current research. Participants in the current study were part of 
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a jazz community of practice. 
According to Froehlich (2009), school music serves a dual role in both a school 
community, as well as the wider surrounding community. School music programs often 
provide entertainment during school sporting events and music concerts, and “exhibit[s] 
characteristics attributed to other academic subjects—foremost among them, a sequential 
structure of content organization and the requirement of graded, demonstrable learning 
gains” (p. 85). As a result, a school music program holds “a unique position in the 
curriculum as well as in the life of the school community and is recognized as an 
important feature by most school music teachers in the United States” (p. 85). 
To increase the stature of their music programs, music teachers often reach out to 
both the school and broader communities for support (Froehlich, 2009). The purpose of 
Froehlich’s study was to define ‘community’ with respect to school music. The author 
“suggested that the term ‘community,’ when used unexamined and without a clear 
concept of how individuals from within different social groups interact with each other    
. . . can prevent well-guided action and constructive activism” (p. 86). As such, music 
teachers need to be cognizant of the different communities to which they may be reaching 
out. 
There are three types of communities that music teachers may draw from for 
advocacy or financial support. Froehlich (2009) described them as: 
• Geo-political communities—such as neighborhoods, towns, or 
townships—of which schools are a part. 
• Political, education, and artistic special interest groups—such as school 
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boards, local funding agencies, and music teacher associations—that speak 
on behalf of the arts, music, students or all three. 
• Groups of individuals within the above-named communities that are held 
together by a declared and tangible common purpose not necessarily 
sanctioned or shared by any of the larger groups to which the individuals 
belong politically. (p. 87) 
Froehlich suggested that if music educators have a greater understanding of the type of 
community being solicited for support, that might “help to focus the actions [efforts] 
themselves” (p. 87). 
Froehlich (2009) posited that music communities “are based on the principle of 
shared praxis in the moment of collective music making or listening” (p. 88) and found 
that the concept of a community of practice was a “useful construct for action . . . in 
music education” (p. 89). Froehlich emphasized that learning within a community of 
practice is based on the reciprocity of its members and not by “hierarchical relationships 
established by edict or political considerations” (p. 98). The participants in the current 
study experienced this firsthand. When designing this study, even though I introduced 
many of the study’s core concepts, the mutual contributions of the members of the jazz 
community of practice were vital to the community’s functioning. In emphasizing the 
importance of individual members of a community of practice, Froehlich stated: 
If we reigned in the term community by defining it as a particular social network 
of individuals sharing a sense of belonging and safety and relatedness, the onus 
would lie on us as music educators to create such a sense of belonging between 
  
30 
ourselves and the individuals whose help and support we seek. (p. 102) 
Karlsen’s (2010) research focused on the “self-claimed informality and 
authenticity” (p. 36) of a two-year higher education music program for rock musicians in 
Sweden, called BoomTown Music Education. The program is connected to the School of 
Music in Piteå, Luleå University of Technology, which is located in the Swedish town of 
Borlänge. Karlsen addressed the broader issue of including “popular music and informal 
learning practices in school-based music education” (p. 36) and questioned if informal 
approaches can “remain informal when included in formal education” (p. 36). 
BoomTown Music Education is a program “for young musicians playing rock and 
related genres such as pop, hip hop and heavy metal” (Karlsen, 2010, p. 38). The goals of 
the program included: 
(a) to offer a process-oriented university education for bands and musicians of 
rock music and related styles, on the music’s own terms; (b) to music-making in 
groups and attend to peer-directed learning and aural traditions; (c) to welcome a 
multiplicity of musics and let the students, to a great extent, create their own 
learning environments, formulate their own knowledge and skill-related ends—
and even choose the means by which to reach them; (d) to support the 
enhancement of musical knowledge by offering courses in songcrafting [sic], 
sound engineering and entrepreneurship; and (e) to offer cognitive tools for 
understanding one’s own operations and encourage creativity and autonomy in 
thoughts and deeds. (pp. 38–39) 
The BoomTown Music Education program does not employ regular teachers, but 
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instead routinely brings in guest musicians and speakers based on the needs of the 
students. The program emphasizes the “situated nature of learning and the development 
of knowledge as relational and contextual” (Karlsen, 2010, p. 39). As noted by Karlsen 
(2010): 
In the epistemological perspectives of Lave and Wenger (1991), learning is seen 
to come about through individuals’ ‘legitimate peripheral participation’ in specific 
communities of practice. Learning is not perceived as ‘acquisition of knowledge,’ 
and the practices have no persons positioned as ‘teachers;’ rather knowledge 
enhancement is assumed to happen when the communities’ members relate to its 
activities, identities and artefacts. (p. 39) 
Karlsen (2010) suggested that the BoomTown learning environment “ends up somewhere 
in between, being built on principles found within informal arenas mainly, but still unable 
to escape its formality” primarily due to the fact that the facilities are housed within a 
university (p. 44).  
A learning environment, such as the one in BoomTown, takes on the attributes of 
Lave and Wenger’s (1991) concept of legitimate peripheral participation and the situated 
learning environment of a community of practice. The learning in BoomTown is 
“authentic and meaningful . . . because it takes into account their [student’s] identity as 
popular musicians and provides them with the tools to become such and to work 
efficiently within the wider popular music communities of practice” (Karlsen, 2010, p. 
44). The constructs of Karlsen’s study emphasizes the importance of informal learning 
are significant to this study. 
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Waldron (2009) employed a community of practice (CoP) framework to “explore 
the informal music teaching and learning practices that characterize the OT [Old Time] 
music online community as a community of practice” (p. 97). Old Time music—
historically from Appalachia—is one of the oldest forms of folk music in North America 
(Waldron, 2009). Proponents of the genre traditionally learn how to play the repertoire in 
informal settings. “OT is learned primarily through aural/oral transmission” (p. 99) and 
the “community encompasses both an offline OT CoP and an online OT CoP . . . (p. 100). 
 Using the cyber ethnographic technique of a “lurker”, i.e. “persons who read 
messages on online discussion boards but do not contribute to them” (p. 101), Waldron 
(2009) explored the interactions between members of the online community, Sugar in the 
Gourd (SITG) over a seven-month period, from January through July 2009. Waldron 
endeavored to answer the following questions: “What defines the OT online community 
as a CoP? What technologies—including software programs—do learners use and how 
do learners modify these technologies to suit their needs? And what informal music 
learning practices characterize learning in this community” (p. 98)? Using posted 
comments from the SITG forum, Waldron “focused on evidence of Wenger’s [1998] four 
components of learning as social practice—meaning, practice, community and identity—
in the OT online community” (pp. 101–102) and, via the posts, supplied evidence 
supporting each component that members participating in the SITG forums did indeed 
form an online community of practice. 
Waldron (2009) concluded that the Old Time online community constituted a 
community of practice. There are several reasons why the study might be a useful 
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reference for music educators. First, the study “demonstrated the appropriateness of using 
cyber ethnographic techniques . . . applied to online music education research” (p. 108). 
Secondly, the study “not only supports but also could further integrate ideas already 
proposed by music education researchers with the idea of online music learning in [a] 
community” (p. 108). Moreover, by “combining school music learning with the music 
learning culture of an online music CoP should produce richer and more meaningful 
musical experiences as the local becomes situated in the global and vice versa” (p.108). 
Waldron’s exploration of informal music making and learning through the lens of a 
community of practice influenced the use of a community of practice framework for the 
current study. 
Legitimate peripheral participation and communities of practice provide ways to 
understand learning as participation in a social environment. The literature is extensive 
and continues to grow. Both of these concepts are supported in the literature and form the 
theoretical framework of this current study. 
Professional Development 
Ongoing professional development by teachers has been shown to foster an 
increase in student success (e.g., Meadows, 2017; Moore & Griffin, 2007). This study 
provided an extended professional development opportunity for the participants. I 
selected this design because there is an extensive body of research focused on improving 
professional development opportunities for in-service teachers (e.g., Adler, 2000; Borko, 
2004; Friedrichs, 2001; Garet et al., 2001; Graven 2002; Grimmett, 2014; Gulamhussein, 
2013; Wilde, 2010).  
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In a review of literature regarding teacher professional development, Moore and 
Griffin (2007) emphasized the importance of professional development for music 
teachers. They cited advancements in music technology, the need to find new ways to 
teach an ever-changing student body, and the need for music teachers to improve their 
individual musical skills. Moore and Griffin identified four goals for their Professional 
Development for Music Educators project: 
1. Establish a professional development program that is linked to research and 
provides the resources and opportunities for strengthening the musical knowledge, 
clinical skills, and technological expertise of music specialists who serve K–12 at 
risk students. 
2. Establish the full implementation of the State Standards and Grade Level 
Expectations (GLE) for Music. 
3. Create and establish models for assessing student progress. 
4. Create models for curriculum integration that connect artistic training to the 
learning process that is necessary to the development of higher cognitive skills 
inherent in the arts and required as well by other subjects, such as mathematics 
and reading. (pp. 49–50) 
Other activities included monthly training and networking meetings for all 
Professional Development for Music Educators team members, technology training, 
training on teaching music literacy, creating model lessons, and the development of 
strategies needed for teaching composition and improvisation. Moore and Griffin (2007) 
noted that mentoring and peer coaching, an integral part of the research project, 
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“continued beyond the project years as part of teaching music within the school system” 
(p. 51).  
Participants in the research program commented that the benefits of participating 
in the learning community were “sharing of ideas and interactions with music specialists, 
friendship and sense of community, and technology training” (Moore & Griffin, 2007, p. 
52). Summarizing, the researchers stated: “In their efforts to identify the more productive 
approaches to the teaching and learning of music, these participants learned much more 
about music’s value to themselves and their society” (p. 53). Moore and Griffin’s 
research was essential to the design and implementation of this current study. Their 
emphasis on teaching music literacy and developing strategies for teaching composition 
and improvisation were ideas that were stressed continuously during our professional 
development workshops. 
Borko’s (2004) study regarding teacher professional development, highlighted 
several key issues. First, teacher professional development is essential if the intent is to 
improve teaching and learning. Second, the educational reform movements in the United 
States have set ambitious goals for student learning. Moreover, the No Child Left Behind 
(NCLB) Act of 2001 requires that states provide “high-quality” professional 
development. However, the statute does not define high-quality nor how states should 
make professional development available. Borko stated, “Despite recognition of its 
importance, the professional development currently available to teachers is woefully 
inadequate” (p. 3).  
The two questions guiding Borko’s (2004) research were: “What do we know 
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about professional development programs and their impact on teacher learning? What are 
important directions and strategies for extending our knowledge?” (p. 4). In attempting to 
answering these questions, Borko discussed several community structures: professional 
communities, work-group communities, and professional learning communities. All of 
these community types shared a situated perspective that suggests learning is a result of 
social coparticipation and not merely the acquisition of skills. 
Borko’s (2004) research was conducted in three phases. Phase 1 focused on an 
individual professional development program at one site. The focus here was on the 
program, the teacher, and the relationship between the two. Phase 2 of the research 
focused on a single professional development program at multiple sites with multiple 
facilitators. This phase described the relationship between facilitators and teachers and 
their programs. In Phase 3, the study expanded to multiple programs at multiple sites. 
Researchers studied the facilitators, the professional development program, the teachers 
as learners, and the context. Throughout the study, Borko referenced the term situative, 
explaining that situative theorists (such as Lave and Wenger) “conceptualize learning as 
changes in participation in socially organized activities, and individuals’ use of 
knowledge as an aspect of their participation in social practices” (Borko, 2004, p. 4). 
The results of Borko’s (2004) research which impacted the current study were the 
Phase 1 findings. Borko stated that there was “evidence that strong professional 
communities can foster teacher and instructional learning improvement” (p. 6). Further, 
the results indicated that intensive professional development could increase teacher 
knowledge and change teaching practices. The purpose of this current study was to 
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investigate teacher learning through a professional development program that strove to 
increase the participants’ knowledge of jazz improvisation and change their teaching 
practice. Borko’s research informed the decisions made in the design of this study.  
The theory of legitimate peripheral participation provided a framework for 
Adler’s (2000) study on inservice mathematic teachers’ professional development. Adler 
explained: 
Lave deals with knowledge and learning in a way that connects cognition and 
identity. How we act, our knowledgeability, in any situation is never simply a 
function of what is “in” our heads at the time. Knowledgeability is a function of 
who we are with, where we are, what we are acting on and with all the histories, 
emotions, social and power relations embedded in these interrelated aspects of 
being. (p. 5) 
Adler connected professional development, social learning, and legitimate peripheral 
participation, suggesting, “learning to teach is usefully understood as a process of 
increasing participation in the practice of teaching, and through this participation, a 
process of becoming knowledgeable in and about teaching” (pp. 6–7). In part, Adler’s use 
of legitimate peripheral participation as a framework for the research, informed the 
design and structure of this current study. 
In a three-year research project, Desimone et al. (2002), focused on the effect of 
professional development on teachers’ in-class instruction. They found that previous 
research did not compare the effects of different forms of professional development on 
teaching and learning.  
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Desimone et al. (2002) posed the following questions: “1. What are the 
characteristics of professional development that affect teaching practice? 2. How does 
professional development change classroom practice?” (p. 81). The results of the study 
indicated several key features of professional development that might be effective in 
changing teachers’ practices. Starting with the structural characteristics of the 
professional development design, Desimone et al. contrasted study groups, committee or 
task forces, mentoring relationships, and individual research with traditional workshops, 
which normally took place in conferences. The researchers found that the number of 
contact hours and the emphasis on collective participation had contributing effects on the 
success of the professional development programs. Finally, successful features of 
professional development design were delineated: Active learning that offered 
opportunities for teachers to become actively engaged, activities that were consistent with 
the teacher’s goals and content focus, and activities that were focused on specific content 
knowledge were important elements of a well-designed professional development 
program. There are common themes in the research of Desimone et al. that relate to the 
theories of Lave and Wenger (1991) and Wenger (1998). Active learning, collective 
participation, and mentoring are all elements of situated learning, which are found in a 
community of practice and were incorporated into the professional design of this current 
inquiry. 
Friedrichs’ (2001) examined the professional growth needs of high school 
instrumental music teachers in California. Drawing from the perspective of the 242 
inservice teachers surveyed, Friedrichs quantified the effectiveness of professional 
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growth opportunities that the respondents attended. Friedrichs found that, “because of the 
small number of discipline-specific teachers and limited district resources allocated to 
these specialty areas,” (p. 3) teachers who taught drama, dance, and music were not 
having their professional growth needs fulfilled. Friedrichs suggested that due to 
insufficient opportunities for high school instrumental music teachers, they are left to 
seek out professional development activities on their own. 
The findings of Friedrichs’ (2001) research relate directly to this research in the 
following ways: 
• The primary source for professional growth for high school instrumental 
teachers, listed in the order of respondent’s preferences was; having a 
guest clinician, observing other rehearsals, conferences, and concert 
attendance. 
• In California, the ratio of male instrumental teachers to female 
instrumental teachers is higher than four to one. 
• Of the respondents who chose to disclose their race, Caucasian 
instrumental teachers outnumbered by more than six to one non-Caucasian 
instrumental teachers. 
• In-service teachers with at least 15 years of experience continued to 
participate in professional growth activities. (pp. 165–168) 
In many ways, the findings of Friedrichs research paralleled the structure of this 
current study. The teaching experience of the participants in this study ranged from four 
years to 15 years, and all of them actively participated in professional development 
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activities. Also, the three participants were all Caucasian males.  
Wilde (2010) contributed to a monograph that showcased professional 
development practices and research by school districts and colleges. The papers in this 
collection were directed to the professional development of teachers of English learners. 
The professional development offered to teachers and other educational staff often 
fails to meet teachers’ needs; is brief, infrequent, and mandated by the district or 
state office; focuses on topics selected by administrators; and allows little 
opportunity to practice, receive feedback, or to participate in follow-up activities. 
Effective professional development must be ongoing, interesting, and meet the 
needs of participating personnel. (p. 6) 
Wilde (2010) listed five principles of a successful and productive professional 
development activity: 1) “Build on foundation of skills, knowledge, and expertise; 2) 
Engage participants as learners; 3) Provide practice, feedback, and follow-up; 4) Measure 
changes in teacher knowledge and skills; and 5) Measure changes in student 
performance” (pp. 6–7). 
In this study, the curriculum I designed was developed with the intent of building 
on the participants’ current knowledge, skills, and expertise as musicians and band 
directors. In order for professional development to be effective, participants benefit from 
being involved in the activity and not merely passive observers. Wilde’s (2010) Principle 
Two, “engage participants as learners” (p. 6) speaks to the activities the participants in 
this current study experienced. During each workshop, participants were engaged in 
playing the songs, exercises, and other musical material we were studying. This study 
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corresponds to Wilde’s Principle Three. The participants practiced during the workshops 
and in-between workshops and received feedback and follow-up during the weekly 
online video chats. Consistent with Wilde’s Principle Four, this research focused on 
investigating how participants learned, not on measuring what they learned.  
Wilde’s (2010) Principle Five—measure changes in student performance—will be 
realized by the participants after the study, as they access their students’ development. 
Changing the participants’ practice, for the betterment of their students, was an essential 
goal of this research. Wilde stated, “A direct link to student outcomes is necessary to 
determine what types of professional development activities are effective within specific 
contexts” (p. 7). Wilde’s five principles of a successful and productive professional 
development activity helped to inform the design and implementation of this study. 
Jazz and Improvisation Studies in Education 
The absence of jazz improvisation instruction in many music education 
undergraduate curriculums has had a negative impact on the teaching of jazz in secondary 
schools (e.g., Balfour, 1988; Fisher, 1981; Kelly, 2013; Knox, 1996; Treinen, 2011). The 
study of improvisation is an important yet often overlooked component in music 
education (e.g., Azzara, 2002; Baker, 1980; Campbell, 2009; Clark, 2002; Dobbins, 
1980; Moore 1992; Sarath, 2002). 
Balfour (1988) sought to determine the extent of jazz curricula offerings for music 
majors and “ascertain the status of jazz education in the preparation of music educators 
enrolled in the University of California (UC) and California State University (CSU) 
system[s]” (pp. 3–4). Citing Barr’s (1974) Jazz Studies Curriculum, Balfour interviewed 
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19 CSU and six UC jazz studies directors and compared the existing curricula at the 
combined 25 institutions with the categories established in Barr’s six categories of jazz 
curriculum. The jazz curriculum included: jazz ensemble; jazz improvisation; jazz 
ensemble rehearsal techniques; jazz keyboard; arranging for the jazz ensemble; and jazz 
history and literature. Barr also included two additional categories: educators jazz 
ensemble, for instrumentalists who do not perform on traditional jazz instruments, and 
jazz pedagogy. 
Balfour (1988) compared the findings of the study with Barr’s (1974) model and 
found that the CSU system compared favorably—over 50% of the schools offered 
comparable courses in jazz ensemble, jazz history, arranging, and jazz improvisation. 
However, less than 50% of the schools offered comparable courses in the remaining four 
categories. In the UC system, over 50% of the schools offered comparable courses in 
only two categories, jazz ensemble, and jazz history; but only 38% of the UC’s offered 
courses in jazz improvisation. None of the UC offered courses in jazz ensemble rehearsal 
techniques, jazz keyboard, educators jazz ensemble, or jazz pedagogy. 
Based on these findings, Balfour (1988) recommended that “more extensive jazz 
education opportunities should be offered at the undergraduate level for the potential 
music educator in the California State University system” (p. 55). In addition, Balfour 
advised that the UC and CSU systems adopt Barr’s (1974) curriculum model and that the 
National Association of Schools of Music (NASM) and the Western Association of 
Schools and Colleges (WASC) develop “guidelines for a jazz education curriculum for 
the preparation of music educators” (p. 65). Balfour suggested that the California Music 
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Educators Association (CMEA) “establish guidelines for the development and 
implementation of jazz education as a component in the preparation of music educators in 
California State University and University of California music education curriculums” 
(pp. 66–67). 
Treinen (2011) researched jazz education teacher preparation in the State of 
Kansas and focused on the attitudes of high school band directors and college facilities. 
Treinen outlined several challenges that many music teacher training programs 
experience when trying to implement jazz curricula into an existing undergraduate 
college curriculum. The challenges outlined were; the limited amount of degree hours 
available in music education degree programs, the difficulty, and in some cases 
unwillingness, of established faculty to adjust existing curricula to include jazz courses, 
and the jazz performance courses that are available to education majors are electives and 
not required. 
Addressing the limited number of degree hours available for new courses in music 
education, Treinen (2011) acknowledged that many undergraduate programs require 
between 130–145 credit hours for students to complete their degree. Because of the added 
expectation that music education students should “meet the challenges of an emerging 
ethnically diverse American culture” (p. 4), Treinen stated, “jazz has demonstrated its 
legitimacy within academia by providing students a broad multi-ethnic musical 
experience” (p. 4). Treinen contended that including required classes in jazz education 
would satisfy the needs of an ethnically diverse curriculum without the need to expand 
the overall curriculum. 
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Restructuring a curriculum to include courses in jazz studies is often met with 
resistance from existing faculty (Treinen, 2011). “Music educators are often unable to 
provide students with the practical knowledge needed to teach jazz, because they 
themselves are disconnected from the jazz culture” (p. 5). Those same educators are also 
invested in course content that has historically been included in music education 
programs and are reluctant to give those courses up. “The refusal to remove or restructure 
existing courses to include jazz perpetuates a continuous cycle of music educator’s 
incapable of exposing their students to America’s music” (p. 5).  
Treinen (2011) identified specific skills that music education majors need to 
acquire if they are called on to teach jazz in secondary schools. Some of the skills noted 
were: being able to improvise in various genres; developing a concept of jazz phrasing 
and stylistic interpretations; knowing how to voice piano chords; knowledge of bass line 
construction; being able to demonstrate different drum patterns and grooves; knowledge 
of compositional forms; and an understanding of jazz literature and jazz history. 
Like Balfour (1988), Treinen (2011) adapted Barr’s (1974) jazz curriculum model 
for comparing the jazz curriculum of international colleges and universities. Treinen 
noted several good international programs, including Nepark Music Centre in Dublin, 
Ireland; Senzokn Gakuen College of Music, in Japan; Rion School of Jazz and 
Contemporary Music, in Israel; as well as successful programs at the University of 
Southern California, Western Michigan University, and the University of Miami. Treinen 
stated, “Institutions in higher education continue to educate music students with a system 
that has seen minimal changes for nearly a century . . . By restricting the study of jazz, 
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music education students are unqualified for comprehensive teaching requirements in 
public education” (p. 43). 
After compiling the interview data from high school and college/university 
educators and comparing jazz course offerings for music education majors at seven 
Kansas universities, Treinen (2011) made the following observations: 
The number of qualified jazz faculty teaching in higher education appears to have 
improved, but recent data indicates that there is still not enough qualified college 
music educator’s proficient in jazz education. The absence of course requirements 
in jazz for music education majors propels unqualified music educators into the 
public schools without any training. (pp. 129–130) 
Treinen’s eight recommendations are: jazz curriculums should include courses in jazz 
history, theory, and pedagogy; high school band directors and college music educators, 
who have little or no experience in jazz, should be offered professional development 
through seminars and clinics; there is a need for a qualitative approach to investigate 
differences between college training practices and the needs of high school band 
directors; and follow-up studies with new inservice teacher’s, to determine their 
effectiveness to teach jazz, should be of a statistical nature in order to analyze the data 
and find informed solutions. 
The relevancy of Treinen’s (2011) research to the current study is expressed in the 
opening sentence of his Statement of the Problem section. 
Pre-service teacher training programs are not preparing students to teach jazz in 
the public schools, and instrumental music teachers who are currently teaching in 
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public schools are using methods that are inappropriate and often detrimental to 
their jazz program. (p. 9) 
The participants in this study are instrumental music teachers who had little or no training 
in jazz improvisation during their undergraduate music programs but were responsible for 
directing a jazz band or jazz ensemble in their current teaching position. Although I did 
not witness any inappropriate or detrimental teaching practices during my prestudy visits, 
a more comprehensive knowledge of jazz pedagogy and improvisational techniques 
would have improved their students’ musical experience. 
In a commentary by Campbell (2009), three main concepts were outlined: 
“improvising to learn music, learning to improvise music, and improvising music to 
learn” (p. 120). Improvising to learn music is teaching and incorporating improvisation 
within music education curricula, specifically when teaching Western European-based art 
music. Campbell stated, “improvisation is a means to an end, the outcome of which is the 
development of musicians with a more comprehensive sense of music” (p. 120). 
Campbell encouraged teaching improvisation from preschool to postgraduate music 
studies and emphasized that the aim of improvising to learn music is to “deepen the 
musicality of children, youth, and adults” (p. 120).  
Learning to improvise music is relevant to styles of music that are outside the 
genre of Western European art music and where improvisation is fundamental to the 
music; for example, jazz, ethnic music, fiddle music, and bluegrass. In these genres, 
“improvisation is the ultimate goal because it is central to the music” (p. 120). Through 
the process of improvising music to learn, people learn about themselves, others they are 
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interacting with, and other aspects of life beyond music. Campbell (2009) emphasized 
that children often improvise music to learn who they are, what their relationship may be 
with others, and how they might go about doing whatever it is they are doing . . .” (p. 
120). Although Campbell’s research does not specifically refer to improvisation in a jazz 
context, the importance and benefits of learning and teaching students to improvise was 
continually stressed: 
More than any other experience, improvisation as an instructional technique 
allows music students to receive a holistic musical training in which music theory, 
ear training, and performance can be woven together in an information-rich 
context. Improvisation integrates the individual facets of a musician’s training . . . 
When improvisation is used in collegiate-level theory, aural skills, and keyboard 
classes, it facilitates the conceptual learning and skill development of music 
majors in the intricacies of Western art music. (pp. 133–134) 
Campbell (2009) noted that music majors in higher education are “rarely required 
to study improvisation as a separate course” except for jazz and organ performances 
majors (p. 133). Campbell recommended that improvisational skills be taught along with 
courses in music theory, ear training, and performance; noting that “improvisation 
integrates the individual facets of a musicians training” (p. 133). 
Campbell (2009) stated that many practicing teachers resist teaching 
improvisation by “choosing to focus time and effort developing re-creative performance 
skill[s]” (p. 137). Most pertinent to the current study, Campbell stated, “Especially 
because most K–12 teachers were not trained as improvising musicians, improvisation is 
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a vague and distant notion, and pedagogical approaches are unclear when they 
themselves have had no firsthand experience in the process” (p. 137).  
Campbell’s commentary resonated with my years of experience teaching and 
coaching in secondary schools. Most teachers I have worked with do not teach 
improvisation to their middle or high school students; they rely on private teachers to fill 
the instructional gap.  
Noting that music improvisation is common to many genres and cultures, Azzara 
(2002) reviewed the pedagogical research on classroom, instrumental, and jazz 
improvisation, and categorized the findings based on the social, psychological, and 
historical aspects of improvisation. Referencing the 1994 National Standards for Arts 
Education, Azzara noted that music educators were becoming aware of the value of 
teaching improvisation as part of a comprehensive music curriculum. Azzara offered 
suggestions for including improvisation in the form of the following themes: 
(1) The importance of developing an improvisation culture and community; (2) 
the importance of establishing an environment where improvisation, spontaneity, 
and interaction are nurtured; (3) understanding improvisation as a lifestyle, not 
only an activity; (4) the belief that improvisation skill acquisition is 
developmental in nature and all students have some potential to improvise; (5) the 
importance of improvisation as part of a comprehensive music curriculum that 
can affect achievement in other music skill areas such as listening, performing, 
reading, composing, and analyzing; and (6) the importance of incorporating a 
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model for improvisation skill assessment in order to help teachers attend to 
student’s individual needs. (p. 182) 
The themes identified by Azzara (2002) align with this current study in that the 
jazz community of practice designed for this study was conceived as an environment in 
which interaction, spontaneity, and improvisation were to be nurtured. In addition, the 
importance of teaching improvisation—as part of a students’ overall musical skill 
development—was continually stressed during the current study. 
Summary 
In this chapter, I offered a review of the literature that influenced this study. Lave 
and Wenger (1991) and Wenger’s (1998) theory of legitimate peripheral participation and 
their concept of communities of practice provided a framework for the design and 
implementation of this study. 
The literature relating to professional development among inservice teachers 
suggested that, while there are opportunities for teachers to improve their knowledge in 
their subject areas, effective professional development opportunities may not be available 
(e.g., Adler, 2000; Borko, 2004; Friedrichs, 2001; Garet et al., 2001; Graven 2002; 
Grimmett, 2014; Gulamhussein, 2013; and Wilde, 2010). Borko (2004) emphasized the 
importance of effective inservice teacher professional development and stated, “Teacher 
professional development is essential to efforts to improve our schools” (p. 3); and Moore 
and Griffin (2007) stated, “Music educators . . . must continue to develop new skills and 
strategies for teaching in their field in order to maintain effective teaching and long-term 
success” (p. 48). The literature reviewed proved invaluable in designing the curriculum 
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for the professional development activities in this study. Common themes relating to the 
length and subject matter of professional development workshops, and whether or not 
these workshops led to changes in practice and identity for inservice teachers, were used 
to inform the design of the professional development activities for this study. 
The research relating to jazz and improvisation studies in music education 
programs, suggested that music education majors lack sufficient coursework in jazz 
pedagogy and improvisation. This, in turn, has had a negative impact on the teaching of 
jazz in secondary schools (Balfour, 1988; Fisher, 1981; Kelly, 2013; Knox, 1996; 
Treinen, 2011). In addition, the research suggested that the study of improvisation in 
music education curricula is often overlooked. (Azzara, 2002; Baker, 1980; Campbell, 
2009; Clark, 2002; Dobbins, 1980; Moore 1992; Sarath, 2002). The participants in this 
study had little to no coursework in jazz or improvisation during their undergraduate 
music curriculum or before obtaining their California single-subject teaching credential; 
however, each participant was responsible for teaching a jazz ensemble in his school. The 
design and implementation of the curriculum for this study attempted to ameliorate their 
lack of undergraduate coursework and their inexperience in jazz improvisation.  
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CHAPTER THREE: Design and Methodology  
The purpose of this qualitative multiple case study was to examine three 
instrumental music teachers who hold California single-subject teaching credentials. In 
this study, I focused on the instrumental music teachers’ movement within a jazz 
community of practice as they learned jazz improvisation.  
The questions guiding this research were: 
1. What were the experience levels of each participant with jazz improvisation prior 
to entering the jazz community of practice during this study? 
2. Considering the periphery and movement toward the center of the jazz 
community of practice: 
a. How does each participant describe their identity as a jazz improviser and 
jazz educator? 
b. How do the participants describe the joint enterprise of the jazz 
community of practice? 
3. How have the attitudes of the participants, on the role and importance of teaching 
jazz improvisation and pedagogy, changed after the eight-week workshop and 
residency? 
4. How have the participants’ teaching practices, in their respective ensembles, 
changed as a result of participating in this study? 
Employing a qualitative multiple case design enabled me to examine three 
separate cases within one study; each participant or case provided a lens with which to 
examine previous experiences and individual stories. The design allowed me to 
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investigate each participant’s perspectives as they navigated a jazz community of 
practice. As Stake (2006) suggested, “Multicase research can be handled well as 
dissertation research. The doctoral student is the director, data gatherer, and analyst for 
the study, but with a responsible advisor and committee, he or she gets help in 
interpreting observations and refining research questions” (p. 18). 
Bounding the Case 
Merriam (1998) defined a case as “a thing, a single entity, a unit around which 
there are boundaries” (p. 27). Continuing, Merriam stated: “I can ‘fence in’ what I am 
going to study” (p. 27). Further, Stake (2005) suggested, “[a] major conceptual 
responsibility” of a researcher is “bounding a case” (p. 459). To put boundaries on a case 
is to define what a case is and what it is not. I bounded each case in this study by 
identifying specific attributes. The attributes were; an instrumental music teacher with 
little previous experience in jazz; an instrumental teacher required to teach a jazz 
ensemble or jazz improvisation as part of his teaching position; and an instrumental 
teacher seeking professional development to become better at jazz improvisation and jazz 
pedagogy. The workshops and the jazz residency bounded this multiple case study by 
defining the length of the study. 
Participant Selection 
The initial design of this study included six participants. In order to recruit 
participants, I drew up an information letter listing the criteria for involvement in the 
study and sent it to the music department chairpersons at eight area colleges and 
universities. The criteria for participation included: 
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• Employment as a middle school or high school instrumental music teacher 
teaching in a band program in the San Francisco Bay Area. 
• Teaching or directing a jazz ensemble as a requirement of employment. 
• Limited personal experience in jazz improvisation as well as limited experience 
teaching students to improvise in a jazz genre.  
Receiving no referrals from the first inquiry, I sent the letter regarding 
participation directly to instrumental music teachers in the area, as well as to 
approximately 200 local musicians. The President of the California Music Education 
Association’s (CMEA) Bay Section assisted by sending an email regarding the study to 
all of its members (see Appendix A).  
Membership in the Bay Section of CMEA is divided into areas and each area 
includes counties where music educators teach. 
• Area I - Marin, Sonoma, and Mendocino Counties 
• Area II - Contra Costa County 
• Area III - Alameda County 
• Area IV - Alpine, Calaveras, San Joaquin, Stanislaus, and Tuolumne Counties 
• Area V - Northern Santa Clara County 
• Area VI - San Mateo and San Francisco Counties 
• Area VII - Napa and Solano Counties 
• Area VIII - Southern Santa Clara County (Retrieved July 13, 2018 from 
http://cmeabaysection.org/about-cmea/). 
As of August 2018, the CMEA Bay Section membership was comprised of 579 active 
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members, with 315 male members and 264 female members. This demographic 
information was provided to me by the president of CMEA (see Appendix B). 
Information concerning the age and ethnicity of active members was not available. 
These recruitment efforts yielded inquiries from 15 potential participants who 
were interested in receiving additional information about the study. After permission was 
granted from the Institutional Review Board (IRB) at Boston University, each of these 
prospective participants was emailed an introductory letter (see Appendix C) outlining 
the framework of the study, the responsibilities of both the participants and myself, and a 
list of the prestudy questions (see Appendix D). Of the 15 potential participants, three 
were selected because they met the criteria and were available during the dates scheduled 
for the study. 
Prior to the study, I set up appointments to meet and observe the participants 
during their jazz ensemble rehearsals. I brought copies of the consent letter and the video 
consent form (see Appendices E and F) for each participant to read and sign. The initial 
visits helped to establish a relationship with each participant and increased my 
understanding of their prior knowledge regarding jazz pedagogy and improvisation. 
Observations provided me with a baseline understanding regarding the skill level with 
which the participants were currently teaching jazz literature and improvisation to their 
students. 
 Instrumental music teachers are members of a community, or several 
communities of practice (Wenger, 1998). As such, teachers assimilate identities that are 
associated with those communities. During this study, I purposefully examined the 
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participants’ inculcation into a jazz community of practice, their movement within the 
community from its periphery toward the center; the transformation of their pedagogical 
practices; and their confidence while playing jazz. 
The participants took part in an eight-week jazz improvisation workshop (jazz 
community of practice) as well as a one-week summer jazz residency. The research took 
place over a span of 10 weeks. Follow-up interviews took take place three to four months 
afterward. 
The Participants 
The participants in this study taught in a middle or high school band program, and 
as part of their employment, were required to teach or direct a jazz ensemble. Edward, 
Nathan, and Nick (pseudonyms) sought to develop the knowledge, experience, and 
confidence needed to improvise, and to teach their students to improvise.  
Edward Justin. Edward, a white male in his thirties taught at Prairie High School 
(pseudonym). His musical training was in classical music as a trumpet player. In addition 
to directing the jazz big band, Edward taught the high school symphonic band, orchestra, 
concert band, and marching band. He indicated that he had personal experience with jazz 
improvisation, but considered himself little more than a novice. 
Nathan Adams. Nathan, a white male in his early forties, was classically trained 
as a bass player. At the time of the study, he had been teaching at Little Creek Middle 
School (pseudonym) for 15 years. When I met him, I found he had become acutely aware 
of his lack of jazz and improvisation skills and was often stymied when it came to 
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offering improvisation advice to his jazz ensemble students. Nathan admitted that when 
pressed, he usually showed students how to play the minor blues scale. 
 Nick Christiansen. Nick, a white male in his fifties, played the French horn. He 
had been working at Community High School (pseudonym) for a year and was 
responsible for teaching several ensembles, including a jazz ensemble. Nick’s musical 
interests were centered on developing and conducting marching bands and drum lines, 
neither of which were offered at the high school. Prior to taking part in the study, Nick’s 
pedagogical knowledge regarding jazz improvisation was minimal. To compensate, Nick 
brought in professional musicians to help his students learn to improvise and play jazz. 
The Jazz Improvisation Workshop and Residency 
Data collection took place in the summer of 2017. Data were collected during an 
eight-week jazz improvisation workshop, followed by a one-week summer jazz 
residency. Figure 1 outlines the study’s main activities: 
 
Figure 1. Timeline of the Jazz Improvisation Workshop and Summer Jazz Residency, by 
B. Mishkit, 2018. 
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I assumed multiple roles during the eight-week jazz improvisation workshop. I 
acted as a researcher, facilitator, participant, and broker. As a broker, I was able to 
connect elements of other communities with the jazz community of practice. Based my 
40 years of experience as a professional jazz musician, educator, and clinician, I designed 
and implemented the workshop curriculum, facilitated the running of the workshops, and 
collected and analyzed the data. 
During the eight-week jazz improvisation workshop, the three participants and I 
met as a group for approximately two hours each week for instruction in jazz 
improvisation and pedagogy. During the workshops, the participants and I learned, 
played, and analyzed seven jazz songs. We improvised and exchanged ideas on how to 
best approach each of the songs. Every workshop was audio- and video-recorded so I 
could review what transpired during each workshop. Our conversations were transcribed 
and coded. In between our weekly workshops, a 45 minute video conference took place 
in which we discussed participants’ issues or problems and shared additional information. 
The video conferences were recorded, transcribed, and coded. Participants reviewed 
transcriptions that were pertinent to each of them. 
After the eight weekly workshops and videoconferences, participants enrolled as 
students in the one-week summer jazz residency. For the past 15 years, I had been on the 
faculty of the residency. This year, however, because I was conducting this study, I chose 
not to teach, instead giving my full attention to conducting research and collecting data.  
Each participant had a different daily schedule during the residency, and I 
alternated my attendance between their various classes. The daily curriculum included 
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two combo rehearsals¾one in the morning and one after the lunch break—one music 
theory class, one master class, and one “free choice” class. The “free choice” classes 
varied each day, but usually included several of the following areas of interest: 
introduction to music technology; computer music notation; arranging; a Dixieland jam 
session; the music of John Coltrane (or other artist); basic drumming techniques; odd-
time grooves; Latin music; improvising over modal tunes; and instruction in Tai Chi. 
Improvisation instruction was an integral part of most of the theory and master classes I 
observed. The last class ended at 4:00 each afternoon. Figure 2 shows a sample of the 
daily schedule. 
 
Figure 2. The Summer Jazz Residency daily schedule, by B. Mishkit, 2018. 
During the residency, I met with the three participants daily for approximately 45 
minutes to discuss and have them reflect their experiences. Meetings were audio and 
video recorded using an iPhone 6 and a Canon XA20 HD recorder. The recordings were 
transcribed and coded. 
Data Collection  
Data were collected from video and audio recordings of observations, field notes, 
research, and participants’ online journals. I observed each participant during the eight 
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weeks of workshops, videoconferences, and throughout the weeklong summer jazz 
residency. Observations and interviews coincided because of the intrinsic nature of the 
interviews. 
During our weekly videoconferences, we spoke about what had transpired during 
our previous workshop, and I answered any questions the participants had about their 
current assignment. In our meetings after each day of the residency, the participants and I 
discussed any questions or issues they had concerning what they learned that day. At 
times, they acknowledged that the information received that day aligned with what we 
talked about in our workshops. At other times, the participants revealed that it took 
hearing something from another person’s perspective before they finally understood the 
concepts. 
Data Analysis 
After data collection had been completed, I conducted a within-case analysis of 
the data to identify themes. Following that, I conducted a cross-case analysis to determine 
what relationships, if any, existed. According to Creswell (2013), cross-case analysis 
“involves examining themes across cases to discern themes that are common and 
different to all cases” (p. 294). Next, I generated a coding chart using a multi-step coding 
and analysis procedure, facilitated by the qualitative research analysis program NVivo. 
The coding chart helped me organize participants’ experiences as they learned about jazz 
improvisation. Data analysis uncovered the personal challenges, values, beliefs, and 
norms of the participants as they individually navigated the jazz community of practice. 
The analysis allowed me to see developing and differing themes. Major themes that were 
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common to all the participants included finding time to practice, motivation, overcoming 
past experiences, confidence, and piano skills. 
The participants had similar and unique experiences in their navigation of the jazz 
communities of practice, and their relationships with other participants in the community 
were varied. As this study evolved over time, the quality and nature of each participant’s 
experiences shifted constantly. While it is a tenet of a community of practice that the less-
experienced practitioners receive ongoing support from the more-experienced 
practitioners, each study participant at one time or another found it difficult to maintain a 
sense of well-being and progress. As a researcher, facilitator, participant, and broker, it 
was important for me to maintain impartiality, while simultaneously demonstrating 
empathy for each participant in his journey. 
Trustworthiness  
Researchers need to be concerned that their studies and their findings are not 
misinterpreted (Cresswell, 2013; Merriam, 1998; Stake, 1995, 2005, 2006; Trainor & 
Graue, 2013). Stake (2005) noted, “I have yet to meet case researchers unconcerned 
about the clarity of their own perception and validity of their own communication” (p. 
453). Compton-Lilly (2013) recognized that “All researchers bring their own 
assumptions, values, biases, and perspectives to their work. Thus, the renderings that we 
produce are always partially our own and never simple descriptions of what we witness” 
(p. 59). 
According to Merriam (1998), a qualitative researcher can use “six basic 
strategies to enhance internal validity . . . 1. Triangulation, 2. Member checks, 3. Long-
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term observation, 4. Peer examination, 5. Participatory or collaborative modes of 
research, 6. Researcher’s biases” (pp. 204–205). To ensure that my observations, 
transcriptions, and interpretations were what the participants intended, I incorporated all 
of Merriam’s strategies for enhancing validity—except for the participatory or 
collaborative modes of research, as they did not fit my research design. Below, I discuss 
in more detail the triangulation process in this study, how member checks were 
conducted, long-term observation, peer examination, researcher’s biases, and how data 
analysis procedures increased the trustworthiness of this study. 
Merriam (1998) defined triangulation as “using multiple investigators, multiple 
sources of data, or multiple methods to confirm the emerging findings” (p. 204). Stake 
(2005) stated, “Triangulation has been generally considered a process of using multiple 
perceptions to clarify meaning, verifying the repeatability of an observation or 
interpretation” (p. 454). Stake (2006) emphasized the importance of triangulating data by 
having “at least three (often more) confirmations and assurances that key meanings are 
not being overlooked” (p. 33). Stake explained: 
Triangulation is an effort to assure that the right information and interpretations 
have been obtained. Triangulation is expected to lead either to confirmation that 
the observation means what we think it means or to ideas about how the 
observation would be interpreted differently by different people. (p. 35) 
In further support of triangulating data, Stake (2005) suggested, “The qualitative 
researcher is interested in the diversity of perception, even the multiple realities within 
which people live. Triangulation helps to identify different realities” (p. 454). While 
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discussing his research methods, Creswell (2013) stated, “I engage in validation 
strategies, often multiple strategies, which include confirming or triangulating data from 
several sources” (p. 52). 
In triangulating the data collected in this study, member checks helped ensure that 
what I had written was an accurate representation of conversations and interviews I had 
with the participants. Having both audio and video recordings, plus extensive field notes, 
assured that I had accurately captured my encounter with each participant. Reviewing my 
transcriptions multiple times helped to reduce the risk of misrepresentation. To verify the 
accuracy of the transcriptions, participants received copies of the transcriptions that were 
pertinent to them. All of the participants approved of these written accounts. 
In addition to internal validity, establishing external validity in this study was 
essential. According to Merriam (1998), “External validity is concerned with the extent to 
which the findings of one study can be applied to other situations. That is, how 
generalizable are the results of a research study?” (p. 207). This study examined inservice 
instrumental music teachers who hold a California single-subject teaching credential. 
However, the problems that face California teachers may not exist only in California. 
Therefore, the reader may apply the knowledge gained from this study in other settings if 
deemed appropriate.  
In this chapter, I discussed the design and methodology used in this study. I 
introduced the participants, presented a timeline of the workshops and summer jazz 
residency, and described the data collection and analysis procedures employed. Also, I 
identified the multiple roles I assumed within the jazz community of practice; researcher, 
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facilitator, participant, and broker.  
Chapter Four presents a within-case analysis. The analysis begins with a 
description of my initial meeting with each participant, reveals themes that were 
discovered, and follows with a detailed discussion of eight workshops, video conferences, 
conversations, and transcriptions of the participants’ online journals. The reader not only 
hears from the participants but hears my voice interweaving with the perspective of the 
participants. My role as a broker in this study allowed me to bridge multiple communities 
of practices. As the broker, I am being explicit about what occurred in each workshop so 
that the reader has a deeper understanding of the participants’ experience and can situate 
themselves alongside each of them. 
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CHAPTER FOUR: Within-Case Analysis 
In this chapter, I describe the interactions with the participants; Edward Justin, 
Nathan Adams, and Nick Christiansen (pseudonyms). Because I am interested in the prior 
learning experiences of the participants with jazz, I begin with a brief presentation of 
each person’s musical background and teaching experience. I describe initial meetings 
with participants and biographical information framed by the within-case analysis. With 
my role as the broker in this study, I provide a brief look at my own developmental 
experiences playing and teaching jazz improvisation. To help portray my findings with 
how the participants moved through the community of practice with their learning, I then 
provide an in-depth description of the eight weekly workshops and video chats. Finally, I 
portray how the participants used what they learned during the workshops in their own 
music classrooms that I observed postworkshops. 
The first meeting with each participant took place at one of their regularly 
scheduled jazz ensemble rehearsals. The following are my observations, and at times an 
evaluation of the events that occurred when I first met each participant. I give the reader 
some history of their education and background of their experience as musicians; as well 
as their jazz teaching experience. 
Edward Justin: Initial Meeting 
It was 6:40 a.m. on a warm spring day in April of 2017 when I drove into the 
parking lot at Prairie High School (pseudonym). I was there to meet Edward Justin, the 
instrumental music teacher, listen to his jazz band rehearsal, and observe how he taught 
jazz and improvisation. 
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Prairie High School is located in a middle-class community in California. The 
school has an enrollment of about 2,000 students, including 200 instrumental music 
students. After parking, I found the building that housed the band room—which, to my 
untrained eye, appeared to have been built sometime in the 1930s or ‘40s. I located the 
entrance to the band room, but the doors were locked. Apparently, Edward had not 
arrived yet; however, some of his students were starting to assemble outside. I took a seat 
on a bench across from the band room and waited. A few minutes later I saw a solidly-
built man in his thirties with a full head of curly hair and a welcoming smile approaching. 
It was Edward. We shook hands and entered the building. 
Edward led me up a staircase to his loft office. It was a comfortable space with 
bookcases, file cabinets full of music, plush chairs, and a couch. Soon, a Keurig 
coffeemaker was brewing heavenly-smelling coffee. I looked down from the loft; it was a 
familiar sight. Students were busily setting up their chairs, music stands, and warming up 
their instruments in preparation for an early-morning rehearsal. 
Edward started the rehearsal promptly at 7:00 a.m. On this day there were five 
saxophones, a violin, three trombones, five trumpets, piano, bass, drums, vibes, and two 
guitars. He started the rehearsal by having the band play major scales up to the ninth and 
back down, followed by the next major scale, as they ascended the cycle of fourths. 
Edward then had the band play the same pattern but with dominant scales instead of 
major scales. This was obviously a standard warm-up routine, judging by the students’ 
fluency in executing the dominant scale. After the scales, the band played a 1-2-3-5 
melodic pattern around the cycle of fourths, followed by several minutes of call-and-
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response exercises. These began with the drummer playing a swing pattern on his ride 
cymbal as the bass player walked a B♭ major chord and the piano player comped. Edward 
took out his trumpet and played a short melodic idea over this, which was repeated by the 
students. Then he had a student initiate the “call” while the rest of the band responded. 
Following that, they did another call-and-response exercise, this time limiting their note 
choices to a major pentatonic scale. 
The warm-up routine took a solid 20 minutes out of a 60-minute rehearsal, a 
thorough and intense skill-building period. As I listened, however, I felt a growing 
concern. Edward was a participant in my doctoral study; I was there to learn about his 
approach to teaching jazz pedagogy and improvisation. But everything I would usually 
do to warm up my jazz band Edward was already doing—and more. He seemed to have 
everything under control, and I was trying to think of how we could work together to 
achieve an even higher level of expertise. At that moment, the most I could come up with 
was a suggestion to move the lead alto player to the center of the saxophone section and 
move the lead tenor player to the end opposite the baritone saxophone player: Hardly a 
pedagogical revelation! 
After the warm-up, the band took out an arrangement of “Orange Sherbet.” The 
Count Basie Orchestra originally recorded the song in 1975. Written and arranged by 
Sammy Nestico, “Orange Sherbet” is a contrafact of the jazz standard “Just Friends” by 
John Klenner, except that it is written in the key of Bb major instead of the customary 
key of G major. 
Edward worked with each section separately, concentrating on rhythm, swing 
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feel, and dynamics. He took time to work with the drummer, helping him to set up the 
entrance of the horns, especially before the saxophone soli section at measure 49 and 
before the tutti section at measure 65. The improvised solo section was played by one of 
the trumpet players who, for the most part, was making the changes and had some shape 
and contrast to his solo. Edward was focused on the ensemble sections and had few 
comments for the trumpet player about his solo. 
The next tune on the rehearsal schedule was “Flop Your Disc,” an original piece 
written by Paul Clark. This was another medium swing tune in the key of F, with both 
tenor sax and trombone solo sections based on a 12-bar blues progression. Since the band 
had been playing for close to 50 minutes at that point, intonation in the horn sections was 
starting to drift. Edward had the students retune their horns before rehearsing the piece. 
From the outset, it was obvious that the “groove” was not as solid as it could be, and 
Edward asked the students what they thought would improve the performance. Some 
suggestions included playing softer, listening to the lead players more, and having the 
drummer play his hi-hat a little bit louder in order to emphasize beats two and four of 
each measure. At that point, the bell rang and students began to pack up their instruments 
and return their music stands and chairs to the racks. 
To better understand Edward’s musical knowledge and teaching ability, I decided 
to stay and watch him conduct his symphonic band. Many of the students who had just 
spent 60 minutes rehearsing in the jazz band were now going to spend 80 minutes playing 
in the symphonic band. The jazz trumpet and trombone players became part of the 
symphonic brass section while several of the saxophone players took out their clarinets 
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and reseated themselves in the woodwind section. The bass player picked up his tuba, the 
piano player moved over to the mallets, and the drummers moved to the percussion 
section. With all the added instrumentalists arriving for class, it was an ensemble of 45 
musicians. 
Edward’s warm-up routine for the symphonic band was longer and even more 
extensive than the jazz band’s. Using Kodály hand signs, Edward moved from unison 
long tones to beautiful multipart harmonies. After the long tones, he continued with an 
arpeggio exercise and had his brass players buzz the intervals on their mouthpieces, while 
the rest of the group played the notes on their instruments. All-in-all, the warm-up lasted 
about 30 minutes. Although I did not focus on the names of the pieces the ensemble 
played, the group’s intonation and balance were surprisingly well-executed and quite 
pleasing. Edward’s adept command of his baton also struck me. He had obviously made a 
serious study of conducting, knows what he wants the piece to sound like, and commands 
the attention and respect of his students. 
After the symphonic band rehearsal, Edward had a break before his orchestra 
students arrived. We drove to a local coffee shop and talked about teaching 
improvisation, his music background, and his teaching philosophy. This was the first, but 
not the last time Edward talked about the persistent lack of sufficient time in which to get 
everything done.   
BM: What was your major in college?  
 
EJ: I was a music education and classical trumpet major. 
 
BM: So, in college, you weren’t involved with a jazz band or doing 
improvisation? 
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EJ: Not at all. I had some jazz experience in high school. We had a decent jazz 
band. Although it’s funny when I think back on it now. I had a great band teacher, 
but he never talked about theory and never talked about improvisation. He didn’t 
even really talk about how to articulate swung eighth-notes. It was just kind of 
play the tune and make sure you have the right notes. 
  
BM: Well, you might not have that much experience playing jazz or improvising, 
but the way you’re singing lines for the kids and explaining how to phrase them, it 
sounds like you have a solid jazz background. 
 
EJ: Well, I listen to a lot of jazz. When I was teaching up north I did play in a 
couple of big bands, so I think that kinda gave me the feel and the ear for what the 
music should sound like. Also, I taught a jazz band and was very fortunate enough 
to have some really fine players. We were going to Folsom and Reno [jazz 
festivals] and winning! But it was not necessarily because of my teaching 
abilities. It was because I had these four or five kids that were just smoking hot 
and the rest of the band sort of gravitated to them. And throughout those four 
years of teaching that band, I went to festivals with them, brought in clinicians to 
talk to them, and throughout it all you find one or more tricks for your bag. 
(interview transcription, April 11, 2017) 
 
Doing It All. I told Edward that, from what I had observed during his jazz band 
rehearsal in the morning, he had a solid concept for teaching the material. Everything he 
did was in line with my own approach to teaching jazz. In particular, he warmed up his 
students, first by having them play 1-2-3-5 patterns around the cycle of fourths, and then 
by spending close to 10 minutes in call-and-response exercises. Edward responded: 
Yes, but one thing I struggle with as an educator is to become the jazz educator 
that I would want to be for my kids. In order to be able to sit down at the piano 
and hammer out some changes, pick up the bass, and know all the technology 
that’s out there and have it underneath my fingertips, I would have to dedicate a 
majority if not all my time to that. I do pride myself on my current level and 
ability to teach wind ensembles, but this is the first year I’ve taught orchestra on 
my own. So now I’m finding that third realm where I’m spending like 60% of my 
time reading books by Elizabeth Green on bowing and trying to figure out what 
detaché and collá means! I’m a quick study, so I am confident that I will get there, 
but I guess my point is, how do you pick which one you want to be good at and 
how do you get good at all of them . . . can you be good at all of them? (interview 
transcription, April 11, 2017) 
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Edward’s last point was to be a recurring theme during our workshops: How do you find 
the time to do everything? I wish I had an answer to that. 
I asked Edward how many instrumental students were in his program and his 
response was “about 200.” Edward was the only instrumental teacher at Prairie High 
School. In order to find out how much financial support he received, I asked him how 
much parental involvement there was: 
I would say a decent amount, not nearly as much as I would like to have in the 
future, but we have a booster program, and there are about 12 parents that are 
super active. We raise between $60,000 and $90,000 a year. We spend about 
$50,000 a year just in transportation. I do ask for donations from band parents. I 
ask for $450 per kid for the jazz band, $250 for the concert band, and $300 for 
marching band. If parents have kids in all three, I might get $500 or $600 for all 
of them. However, some parents don’t contribute at all. Also, the school district 
doesn’t have buses, so we have to rent coach buses wherever we go. Each bus is 
$1500 to $2000 depending on how many hours we need the bus for. Every time I 
take the marching band somewhere I need three buses. We do five competitions 
every fall, so that adds up to $30,000 a year just for the marching band. Now, 
adding to that, there are five competitions for the color guard and five 
competitions for the drum line. We go to five jazz festivals every year, two 
CMEA festivals and then a few other field trips. For each of those trips, I need to 
rent one bus. It ends up being a lot of money, but it keeps the kids engaged and 
keeps them thinking musically and keeps them wanting more. (interview 
transcription, April 11, 2017) 
 
Though I did not address it at the time, we explored the issue of balancing school 
performances and competitions several times in the workshops. 
Learning and Teaching Jazz. Edward talked about his approach to teaching his 
students improvisation: 
The most we’ve gotten to this year is pentatonic scales, major, minor, and 
dominant scales, and the modes. We went through the modes and talked about 
how Dorian, Mixolydian, and Ionian all relate to the major key, and you can play 
the major scale through all three modes. That’s about the edge of where their 
knowledge is right now. However, applying that to actual [chord] changes on 
paper I think is still very subjective or mysterious. That’s kinda where I’m starting 
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to run into a wall. That is, translating my limited knowledge of playing changes 
and understanding the theory of chord changes within a song, and then explaining 
that to the students. (interview transcription, April 11, 2017) 
 
At this point in the conversation we touched upon the various elements of 
teaching jazz: playing changes, understanding guide-tone theory, how to arpeggiate the 
chord qualities found in jazz, jazz phrasing, and developing vocabulary. This led to a 
discussion about rhythm and the importance of varying the beginning of an improvised 
phrase so as to avoid always starting on the downbeat. Edward said, “I think that’s a good 
point. During the call and response stuff we do, kids always start the ‘call’ on the 
downbeat instead of the upbeat of one [of the measure] or the upbeat of four, for 
example.” I agreed and said that the downbeat can be the resolution of the previous 
melodic line, not the beginning of a new line. Starting a melodic line on the upbeat gives 
forward motion to the melodic line. I referred Edward to jazz pianist and educator Hal 
Galper (2003), who made a study of this and discussed it in his book.  
I asked Edward how much time he spent each day practicing his horn and if he 
used any of that time to work on his jazz improvisation skills. Edward answered: 
When I practice, I warm up my trumpet with a lot of the same things I do when I 
warm up the band. I play long tones and scales. I work on intonation with a tuner 
and then I do some articulation stuff. But trying to practice improvisation just 
feels kind of clunky. To be honest, I think practicing jazz, because I get that 
frustration going . . . I mean I can practice one pattern for 45 minutes and then the 
next day it’s not there yet, and I have to do it again. The lack of progress gets 
frustrating for me, and I’m having a hard time getting over that hump. Inevitably, 
I think the answer is going to be that I need to practice more. But again, how do 
you fit everything in? You know, I think the basic problem with teaching jazz is 
that there are so many things—there is so much information. You go to a clinic, 
and someone says to do this and that. Then you go to several more clinics and get 
more information, and when you get back to your classroom you’re thinking what 
did that guy say? How do I teach this to the kids when all I’ve done is watch 
  
72 
someone explain it? I don’t really feel comfortable with it myself because I 
wasn’t experiencing it, I wasn’t doing it. (interview transcription, April 11, 2017) 
 
Although Edward was passionate about teaching, I detected frustration in his 
voice. I hoped to help the participants improve their own playing skills during the weekly 
workshops so they could confidently incorporate what they learned into their classrooms. 
Essentially, I wanted to help him change his teaching practice, get more into teaching 
improvisation, and feel more confident about it. 
Philosophy of Teaching. While observing his symphonic band rehearsal earlier 
in the morning, I was impressed with Edward’s warm-up routine. I asked him to explain 
what he was doing: 
You know, my philosophy of teaching wind ensembles is that I spend 60% of my 
time teaching tone quality, blend, balance, intonation, articulation, scales, and 
theory; and 40% of my time teaching the repertoire. The idea is that with all the 
skills I am giving them, we should be able to play music [repertoire] with much 
less rehearsing than others. Most directors I see warm up for only 5 or 10 minutes, 
and then all they do is rehearse the music over and over. The kids are getting 
certain concepts, and they’re rehearsing certain concepts, but they’re missing the 
bigger picture. When you try to approach a new piece of music, it’s often like 
starting all over again. However, teaching jazz, I am still missing that concept 
because, in the jazz band setting, I still need to sing every single rhythm to them 
and describe every single phrase so they can play it and make it sound like jazz. I 
can’t just warm up the band and play some jazz exercises for 35-minutes and then 
read a bunch of tunes down. (interview transcription, April 11, 2017) 
 
Edward’s last comment about his jazz band reminded me of an analogy I often 
use when discussing this subject: It is impossible to accurately describe Leonardo da 
Vinci’s Mona Lisa to someone who has never seen the painting. You can try, but you 
have to see it to experience the enigmatic expression on the Mona Lisa’s face. With jazz, 
hearing the music is essential. If a teacher finds themself singing every phrase to his or 
her students, the students are probably not spending enough time listening to jazz. 
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We finished our coffee and headed back to Prairie High School. It was a fun and 
informative morning, but I could not help but feel a little anxious. During the first 
interview with Edward, he had articulated an important question: If you are the only 
instrumental teacher in a school with 200-plus music students, you are responsible for 
organizational and fundraising activities, and your students participate in close to 70 
performances a year—divided between the marching band, concert band, symphonic 
band, orchestra, jazz band, drum line, and the color guard—is it any wonder that finding 
time to improve one’s skills can be a challenge? 
Nathan Adams: Initial Meeting 
Nathan Adams has played the string bass since the 4th grade, although he did not 
start taking bass lessons until later in high school. After a bad experience in the middle-
school jazz band, Nathan stopped playing in the band and concentrated solely on classical 
music. Nathan felt successful playing in his high school orchestra and then, in college, 
playing opera, chamber, and orchestral music. Nathan, determined to become a music 
educator, managed to do just that—all without playing another note of jazz. 
However, 15 years ago, Nathan accepted a position teaching music at Little Creek 
Middle School (pseudonym), a small school of about 675 students in an affluent 
community. The position included teaching the school’s jazz band. Now, Nathan is 
interested in improving his knowledge in the jazz idiom. When asked on the 
questionnaire sent to all study participants (see Appendix G) about how much time he 
spent teaching jazz improvisation, and how confident he felt teaching it, his response 
was, “I probably don’t spend enough time teaching improvisation. Jazz is like a weak 
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second language for me: I know a few words, but I can’t have a conversation.” The extent 
of his jazz knowledge, he said, was a basic grasp of the blues scale and II-V-I changes. 
Nathan takes his responsibility to his students seriously. For the past 10 years he 
has volunteered his time helping out at a summer jazz music camp, with the aim of 
absorbing information he could about the genre. Additionally, he has been playing with 
his church music group and tasking himself to improvise over chord changes. In the 
process of learning more about jazz he has found his aversion to improvising has waned 
considerably. 
Nathan and I arranged to meet early on a spring morning in April 2017 at Little 
Creek Middle School so I could listen to and observe his jazz combo rehearsal. There 
were approximately 140 students enrolled in the music program at Little Creek Middle 
School. At the time of this study, 22 students were enrolled in the big band and 10 
students took part in the jazz combo class. The combo was comprised of drums, bongos, 
acoustic bass, and the wind instruments: three clarinets, one of which was a bass clarinet, 
a tenor sax, two alto saxes, and a trumpet. Nathan played piano with the group.  
Rather than running a warm-up sequence as an ensemble, the students warmed up 
individually. Nathan then counted off the first song—Joe Henderson’s “Mamacita,” the 
melody played over a slightly modified blues progression in F. The arrangement had the 
horn players playing the melody in unison or octaves. Four students took solos: trumpet, 
clarinet, alto saxophone, and bass. Soloists played using the notes of a blues scales and 
kept the form of the song intact. 
When the song ended, Nathan offered his targeted feedback. He pointed out that 
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the tempo slowed down after the solo section when the ensemble came back in with the 
melody. He suggested that the students continually sing the song’s melody to themselves 
as they played. Nathan explained that this would help the group maintain the form as well 
as the tempo of the piece. During the rehearsal, Nathan noticed a general lack of energy 
from the students and suggested that, since this was a 7 a.m. class, they should make sure 
to get enough sleep the night before they meet. 
The next song the band rehearsed was “Gingerbread Boy,” by Jimmy Heath. The 
arrangement featured a 16-bar modified blues progression in B♭, with the solo section 
played over a standard 12-bar blues progression. The arrangement proved to be a 
challenge for the band. Several students had a difficult time executing the melody, and 
the change from the 16-bar melody to the12-bar solo section created confusion among the 
ensemble. The band fell apart during the alto saxophone solo. After stopping to rehearse 
several sections, Nathan emphasized the importance of practicing one’s part so as not to 
have to rely on the person in the next chair to be correct. He related his own experiences 
playing in an orchestral bass section where the other bassists, insecure in their parts, 
would rely on him all the time. 
Finally, the band rehearsed Antônio Carlos Jobim’s “Wave.” The song is written 
in an AABA form. The A sections are 12 measures long and the B section is eight 
measures long. The song has multiple tonal centers. The chord progression can be a 
challenge to solo over for anyone not well versed in chord structure, or lacking a basic 
understanding of functional harmony. The rhythm section stayed together and followed 
the form, but the horn players were challenged by the notes and rhythms. At times they 
  
76 
struggled and were out of tune. Despite this, Nathan allowed the students to attempt to 
get through it. The two alto players took one chorus each. They did not lose their place in 
the form, and tried to incorporate parts of the melody during their solos, but they each 
were playing in a D major tonality (the initial concert key of the song), despite the variety 
of tonal centers, especially the keys of F and E♭ in the bridge. After the band played the 
song once, Nathan worked on a couple of sections with the horn players and then sang a 
few parts of the melody, emphasizing the eighth-note patterns that needed extra attention. 
The bell rang then and the period was over. 
Teaching Better Than He Was Taught. In our conversation after the jazz 
combo rehearsal, Nathan described a personal experience in middle school that altered 
his career trajectory. Though he enrolled in the jazz band, he had never listened to jazz. 
Nathan told me that during his first jazz band rehearsal in eighth-grade, he was directed 
by his teacher to take an improvised solo. In that moment, Nathan froze. He could vividly 
recall the embarrassment he felt. The teacher had directed Nathan to improvise despite 
the fact that he had not had any previous instruction in improvisation. As a result, he had 
no idea what he was to play. He explained that he was a typically shy, uncertain teenager, 
and was mortified by this perceived failure in front of his friends. Soon after, he quit jazz 
band and joined the school orchestra. I asked him how this school experience affected 
him and his teaching. Nathan recalled: 
Improvisation is an incredibly personal thing. Sometimes you get these kids that 
are like, “Yeah, I’ll improvise!” And they don’t even care what they sound like. 
And there are other kids that just the thought of doing anything . . . actually, that’s 
where I was when I was a kid because I used to get teased a lot, so I was like, 
“I’m not doing anything without it being polished,” but with improvisation, I had 
no background. My teacher didn’t cover any scales or anything like that, and so it 
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was like, “Just improvise,” and I’m like, “That is not happening.” He’s like 
“Doesn’t matter what it sounds like.” Well, it does to me! It mattered, and it was 
the whole world to me right then. (interview transcription, April 12, 2017) 
 
As we continued to talk, Nathan said that he was very excited to be part of the 
study. “I think it’s going to be really neat and I’m willing to admit my shortcomings. It’s 
pretty rare that we have someone come in and look at us as music teachers, someone who 
actually knows something about music.” Based on his previous school evaluations, 
Nathan described the normal process: “Usually, it’s the principal, and they sit there and 
they just kinda go, ‘Well, the kids are quiet, and they’re smiling . . . so you’re doing a 
good job.’ And that’s not all it’s about.” As I had with Edward, I expressed my hope that, 
with the combined experiences of the planned workshops and summer jazz residency, the 
study participants would develop more tools for their toolbox, and be able to help their 
students develop the concepts and skills needed to improvise. 
Lack of Instruction. In our initial conversation and recurring several times over 
the course of the workshops, Nathan was amazed, he said, that his music education in 
middle school and high school was so devoid of music theory. “If you weren’t taking 
private lessons, and I didn’t until the end of high school, you missed a lot of the theory 
about scales and harmony because it really wasn’t taught.” Nathan was never asked to 
analyze or understand what he was playing and now begrudges the fact that he was not 
instructed in improvisation at any level of his education. “I am actually really bothered 
that I could get a bachelor’s AND a master’s degree in music without being asked to 
improvise.” Nathan commented that he now understood the importance of improvisation 
in developing one’s musicianship. 
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Paper Trained. Nathan described his reliance on musical notation as being 
“paper trained.” He confessed that the thought of playing without printed music was 
terrifying: 
On the one hand, I appreciated that [classical] music was all laid out for me, and 
so I could practice the thing that had already been created and get it really 
polished and sounding great because it was already great. And that’s why jazz 
didn’t appeal to me when I was younger. Now I can appreciate it because I’ve 
loosened up a little bit and realized that you don’t have to take all that stuff so 
seriously. (interview transcription, April 12, 2017) 
 
Nathan believed he had a good musical ear when it came to classroom ear training 
and intonation, but being able to repeat a musical passage or lick that someone just 
played escaped him. He said: 
Even doing a simple call and response . . . I’m standing there with my bass, that I 
normally feel very competent on, and if someone starts to play anything more 
than a couple of notes, I am not able to reproduce the sound because I just don’t 
think or hear in that way. I don’t play by ear, as they say. I can’t play on the spot 
by ear, and it just makes me feel very awkward. I don’t think most of the 
professors could do that kind of stuff. (interview transcription, April 12, 2017) 
 
Nathan felt that his classical background was limiting. “It’s kind of a profound 
thing about the process of classicalization . . . I didn’t have anything to say that wasn’t 
somebody else’s music. I think that is the case with a lot of classical musicians.”  
Curious about Nathan’s students and his teaching process, I asked him the 
following questions: 
Bruce Mishkit (BM): Do you encourage your students to take private lessons? 
 
Nathan Adams (NA):  Absolutely. I have a list of private teachers for different 
instruments that will change depending on what I hear from students and parents. 
I’m grateful that they have the opportunity to take private lessons because in this 
community parents consider it a priority and have the means to pay for lessons. 
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BM: Since there wasn’t any formal warm-up routine at the beginning of the 
rehearsal, when do you get the time to work on scales and improvisation with 
your jazz students? 
 
NA: We do some of that at the beginning of the year, but as it gets closer to the 
concert, it’s all about learning the songs. 
 
BM: You had mentioned that you got turned off to jazz early on in your 
education. In college did you have any experiences in improvisation outside of the 
jazz genre? 
 
NA: No, never, but I think in baroque composition they could cover 
improvisation. I mean, you talk about “in the pocket” improvisation. That’s really 
what they were doing. I know they introduced figured bass and things like that, 
but they didn’t make us responsible for realizing figured bass in real time. They 
didn’t ask us to bring our instruments into class and play a melody the first time 
as written and the second time embellish it with some trills or fill in the scalar 
passages between a jump, or whatever. I think that would be a good starting place 
to put improvisation in context for baroque musicians. When theory moves into 
talking about 20th-century music, they need to cover jazz and have all of us out of 
our comfort zone. I don’t think that would be too much. It might make a lot of 
people feel uncomfortable, but so did sight singing! Maybe require students to 
enroll in a jazz ensemble. A combo specifically, because I think you can play in a 
big band for a while and never have to improvise! (interview transcription, April 
12, 2017) 
 
I left Little Creek Middle School more optimistic about my study and pleased that 
Nathan was a participant. His desire to be the best teacher he could be for his students 
was obvious, and I felt sure that the skills he developed in the upcoming workshops 
would help him reach his goal. 
Nick Christiansen: Initial Meeting 
Community High School (pseudonym) is a private, urban Catholic school of 
1,300 students on a sprawling campus lining both sides of a city street. I found a parking 
spot in front of the Campus for the Arts building, where I was to meet with the school’s 
music director, Nick Christiansen. 
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As I made my way to the band room, I was approached by a man with glasses and 
graying hair who appeared to be in his mid-50s. He met my eye, smiled, and said, “You 
must be Bruce.” This, it turned out, was Nick. 
Nick had been Director of Instrumental Music at Community High School since 
the previous fall, and a classroom teacher for a total of four years. I immediately felt a 
kinship with him. Prior to teaching, Nick had spent more than 15 years working in the 
software industry for several major technology companies in Silicon Valley. He had been 
the executive director of the West Coast Drum and Bugle Corps (pseudonym) and had sat 
on the board of directors of the Valley Drum and Bugle Corps (pseudonym). Nick had 
also performed with the Valley Drum and Bugle Corps in the late 70s and early 80s. As if 
these responsibilities were not demanding enough, Nick had been either the director or 
assistant director of multiple award-winning high school marching band programs in the 
area. Nick’s principal instrument was the French horn, although he was also a competent 
trumpet player. 
As we headed to the band room, Nick told me that he had about 80 students in his 
instrumental program, 14 of whom were in his jazz ensemble. 
Bruce Mishkit (BM): What instrumental groups do you teach? 
 
Nick Christiansen (NC): Concert band, string ensemble, and jazz band. My jazz 
band is like the honors group here. The jazz students are also required to play in 
the concert band. I also teach an academic class called instrumental music, which 
is anything I want it to be—this year I’m teaching songwriting. I teach them how 
to play, but I also teach them how to compose their own songs that they will 
perform at our concerts. 
BM: Are you teaching improvisation in any of your ensembles? 
 
NC: Funny that you should ask that, because we’re playing a tune that one of the 
kids wrote, and I think we’re going to put in an improvised solo section. I was 
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taught a little bit about jazz improvisation when I was in the Valley Drum and 
Bugle Corps, basic blues scale stuff. I didn’t have that much experience 
improvising music in school. When I was in high school, I played lead trumpet in 
the jazz band because in the 70s we all loved Maynard Ferguson. When I got to 
college, French horn was my main focus. I convinced the jazz band director to 
find a few tunes that I could play French horn on and I did perform one concert 
with them. 
 
BM: What do you have planned for your jazz band today? 
 
NC: This group has really been getting into the New Orleans style of music so 
we’ll probably play a second line or maybe even an arrangement of Bourbon 
Street that I just printed out. After that I have these four-part Doug Beach tunes, 
so we’ll probably play one of those. (interview transcription, April 17, 2017) 
 
Connecting with Students. When Nick and I walked into the band room, 
students were busy setting up stands and chairs. The drummer and guitarist were pulling 
their gear out of the storage room, and the horn players were warming up. After everyone 
was settled, Nick introduced me and then asked the students, “What are some of the 
things at your disposal when you’re crafting a solo?” “Notes!” a student called out. Nick 
laughed and said, “That’s good dude, that’s good.” He pointed to another student. “What 
about you, Will?” “Wow,” Will replied. “It’s more of an instinct thing, you’re kind of 
just feeling it. Obviously, you have the chord changes in front of you, so you know what 
scales and chords you’re supposed to be playing, but it’s more instinctual. Like, I don’t 
really know where it’s going to go.” 
Nick turned to another student and said, “Lately, in your improvisations, you’ve 
been using one technique fairly regularly. What is that?” “Repetition sometimes,” the 
student said, “or like scales in thirds or fourths, or melody fragments.” Nick nodded. 
“Yes, melody fragments. You’ve been starting your solos by stating the melody.” 
Nick asked the same question of several other students, but it was my sense that 
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most of them were a bit unsure of what to do when it was their turn to solo. The group 
discourse intrigued me. Nick’s sincere and open approach with his students was 
refreshing. 
On the day I observed the band, it was comprised of alto, tenor, and baritone 
saxes; trumpet and trombone; and the rhythm section, with drums, bass, piano, 
keyboards, and guitar. There was no regular warm-up routine at the beginning of class, 
no long tones, tuning, or scales. One of the students announced that he had brought in his 
arrangement of “Day Man,” a song from the FXX show, It’s Always Sunny in 
Philadelphia (Day et al. 2007). The student elaborated that there was a character in the 
show who sang and played the piano really well, but was illiterate and spent a lot of his 
time huffing paint. The song was a kind of descriptive accumulation of all of the 
character’s traits. The student said that he thought it would be a fun piece and would 
make a great warm-up tune. He passed out music to his classmates and described the 
arrangement to the them. The student took out his smartphone to play the original version 
of the song. The drummer came up with a groove and the bass player began to walk a 
bass line. Next, the band came in with the melody, and from there things progressed 
spontaneously. The guitar player took the first solo, followed by the tenor sax. During the 
solos, Nick brought in the remainder of the ensemble playing background parts. Finally, 
the entire group was engaged. 
At the end of the run-through, Nick and the band congratulated the student who 
wrote the arrangement. He asked the class to provide peer feedback. One student 
commented that he thought the third repeat of the melody was notated incorrectly. The 
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student arranger responded that he had indeed simplified the melody. The piano player 
mentioned that she did not really have a piano part to play. The arranger had given her a 
lead sheet, but she was not familiar with how to voice the chord changes from just seeing 
a chord symbol. Nick focused on the ranges in which the student had written the brass 
parts, pointing out that, in general, trombone parts can be written a few ledger lines above 
the staff, but that trumpet parts, at least at the level of the trumpet player in the band, 
should stay within the staff. 
Nick declared, “We should be celebrating the fact that someone actually gave us 
music!” He suggested that the student make revisions to the arrangement and to bring it 
back to the next rehearsal. This exchange made it evident that Nick’s pedagogical 
practices were student-centered and that he valued the musical knowledge that his 
students shared during rehearsals. 
While they waited for Nick to call the next tune, the students began to play around 
on their instruments. Suddenly, out of the cacophony, the baritone sax player began 
playing a broken chordal pattern and the bass player joined in. While they set up the 
groove, Nick got the band’s attention, counted them in, and the horn players began to 
play the traditional New Orleans piece, “Second Line,” by Stop Inc., which is a blues in 
the key of B♭. The band played it from memory, with solos by the tenor sax, baritone sax, 
alto sax, trumpet, and guitar. 
The melody was played in unison and octaves, but Nick asked the students to 
come up with some harmony for the horn players on the last note of the melody. The 
students recognized that the last chord was a B♭7, and Nick asked the guitar player to 
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give the horn players their notes. The guitarist had the voicing, but there was a little 
confusion about transposition for the various horns. After a brief discussion about 
transposing for B♭ and E♭ instruments, the band played the last head out, ending on the 
voiced B♭7 chord. 
The next tune was Doug Beach’s “Cajun Chili Peppers.” While they were getting 
their music out, Nick announced that he did not want to waste time just playing the song 
over and over; he wanted it to be “a step above” the last time they played it, and 
suggested they imagine that this was the performance run-through of the song. He asked 
the band what they would have to do individually to make the song’s performance the 
best to date. The drummer said that he would focus on his fills and make sure they were 
in time. The trumpet player said he would concentrate on playing measure 33 correctly. 
Nick then asked all the students to look at their music and determine if there was a 
section they were having a problem with. If there was, he suggested that they silently 
finger that passage on their instruments. After allowing them a moment to look at their 
music, he counted off the song. There was a false start, but then the band played it 
through completely. 
“Cajun Chili Peppers” is in the key of E♭, and the chords to the 8-measure 
repeated solo section are | I | IV | I | V | I | IV | V | I |. The tenor saxophone improvised 
during the solo section, but I noted the he was not making all the changes. After the first 
run-through, Nick asked the band for comments about their own performances. The 
trumpet player said he messed up on a couple of the lead lines; a few students said the 
song sounded mechanical. Nick asked, “What would make this song better?” Some of the 
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student responses were “more energy,” “play notes for their full value,” and “listen to 
each other more.” Nick counted off the tune again and once more they played it from the 
top. At the end, Nick and the students agreed that the performance had been better.  
The band pulled out the next tune, John Berry’s arrangement of Thelonious 
Monk’s “Straight No Chaser,” in the key of F. This piece was obviously a challenge for 
the band. While the bass player and drummer were swinging and kept the time and the 
form intact, the guitarist and the keyboard player were struggling. They weren’t together 
rhythmically, their voicings conflicted, and at times they were in different places in the 
form. The trumpet player took the first solo, but during the solo the tune completely fell 
apart. 
Nick stopped the band and addressed the trumpet player. “When you’re crafting a 
solo, and in a rush to get something out there, don’t underestimate the power of silence. 
You don’t have to play every note.” Then he rehearsed the whole band at measures 25–
27, counting the section off at a slower tempo and having them play it several times. In 
this arrangement, many of the background ensemble parts were written on the off beats, 
and there was disagreement among the students about exactly where the “and” of each 
beat was in the bar. Nick noted that everyone was now correctly cutting off the notes at 
the same time, and went on to rehearse the coda at this slower tempo in an attempt to 
resolve the same rhythmic issue. He had the band play the tune one more time. Despite 
lingering problems with the rhythm and chord changes between the guitarist and piano 
player, the performance was improving. 
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Learning to Teach Improvisation. Perhaps because I was observing his class, 
Nick revisited his initial question at the beginning of the rehearsal about how to craft an 
improvised solo. He asked, “What does everybody think is the best way to learn how to 
play jazz?” One student responded, “Listen and play.” Nick agreed, and recommended 
that they listen to recordings of other bands’ performances of John Berry’s arrangement 
of “Straight No Chaser”—the same arrangement in their book—as well as recordings of 
other arrangements of the tune.  
Someone in the band asked about that song’s appropriate tempo, and Nick turned 
to me, asking what I thought. I said, “Typically if I’m playing the tune on a gig it’s gonna 
to be a burner.” However, I added, “Straight No Chaser” can work at many different 
tempos, especially as a band arrangement, and suggested that the song might groove a 
little better if played slower. 
As the rehearsal continued, Nick passed out a new tune he had just printed, 
“Bourbon Street Parade,” by Paul Barbarin. He called this the continuation of their 
journey to New Orleans. He picked up his trumpet and demonstrated a section of the 
melody. The band rehearsed the song several times, but the basic groove was not there. 
The drummer was doing some syncopation on the snare, but in my experience this kind 
of song calls for the drummer to play his bass drum on beats one and three and his snare 
on two and four. Since the students were sight-reading, I felt certain that when they got a 
chance to listen to the recording, they would have a better understanding of how the tune 
should sound. 
Nick conducted an effective ensemble rehearsal. Students were playing their 
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instruments and working through the repertoire. Nick told his students that to understand 
the music they were playing, they should listen to recordings of the pieces. I was hopeful 
that after his participation in the study, Nick would have many more ideas and concepts 
to share with his students about the art of improvisation. 
After the 80-minute rehearsal, the students packed up their instruments, the 
drummer and guitarist moved the drums and amp back to the storage room, and then 
everyone helped move the stands and chairs back to their respective racks. I thanked Nick 
for a thoroughly enjoyable time and talked a little about the study and the upcoming 
workshops. Nick repeated something he had said before, that he just wanted to learn how 
to teach improvisation. “This is an area that I just don’t feel confident in.” 
Noting that, on the last tune, the piano player did not often play the IV chord in 
the correct place, I suggested that the app iReal Pro (Technimo, 2013) might be a useful 
practice tool for his students. Nick could quickly write the chord progressions in the app 
for the songs they were working on, and the students would be able to listen to the tracks 
in between rehearsals. Nick said that he had a copy of it, but was not sure how best to use 
it with his students. I told him that we would certainly go over that in the workshops.  
As I was leaving, Nick said, “We all have our areas of expertise, and we all have 
limited time. I always tell people that teaching instrumental music is a lot like teaching all 
the foreign languages at once and at all levels.” I agreed with him, adding that it is the 
nature of teaching instrumental music that everyone is coming in with a different level of 
understanding and proficiency. 
As with Nathan, I felt pleased that Nick was a participant in my study. He 
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appeared to be a caring teacher and wanted to acquire new knowledge and skills to share 
with his students. Nick had a way of relating to his students that showed a great deal of 
empathy. He encouraged their self-expression by creating a supportive learning 
environment, and his students were forthcoming and supportive of each other. 
Bruce Mishkit: My Story 
In addition to the introduction of the participants in my study, including their 
relevant background information, the reader should know something of my own 
education and professional experience. To best ascertain my qualifications for designing 
and facilitating this study, as well as being a broker (Wenger, 1998) in the jazz 
community of practice, I have detailed my early introduction to jazz and my thoughts on 
developing jazz improvisational skills. 
My intent in designing the study’s workshops was to give the participants a 
practical approach to developing improvisation skills by learning jazz standards. Why 
jazz standards? Jazz musicians develop their craft by studying repertoire and vocabulary. 
As with any language, if one intends to “speak jazz,” one needs to acquire an extensive 
vocabulary to use in his or her conversations (improvisations). Jazz standards are a 
collection of songs from well-known Broadway shows and movies, especially those from 
the 1930s through the 1950s—as well as original jazz compositions from artists such as 
Duke Ellington, Miles Davis, John Coltrane, Herbie Hancock, Wayne Shorter, Joe 
Henderson, Chick Corea, and many others. Every song teaches the budding jazz 
improviser important lessons, which I will explain and give examples of later in this 
chapter. 
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As a young child, music was not that important or interesting to me. My parents 
and sister were not musical; no one played an instrument or sang. However, my mother 
loved to dance. She would tell me stories of going to the Fox Theater in Brooklyn, NY, as 
a teenager to listen to Frank Sinatra, where she and her friends would dance in the aisles 
of the theater. At home, we had several Frank Sinatra records, as well as those of other 
big band swing groups, such as Benny Goodman, Glenn Miller, and Jimmy Dorsey. We 
also had a few rhythm-and-blues records from artists such as King Curtis and Junior 
Walker. In seventh grade, I started playing the alto saxophone in school. I liked the sound 
of the alto and remembered thinking that playing jazz would be cool. At the time—based 
solely on what I heard on my parents’ records, especially the Jimmy Dorsey and King 
Curtis records—I believed that jazz saxophonists played alto while rock and blues players 
played tenor! 
By the ninth grade, however, I had stopped playing my saxophone. After high 
school, I joined the United States Naval Reserve in order to avoid being drafted into the 
army; and at the end of my active duty, while waiting to be discharged, a friend of mine 
asked what I was going to do when I got out. I told him I was thinking of going to college 
to study music. Despite not knowing anything about jazz—or, for that matter, music—
after all those years I still wanted to play jazz. When I was discharged, I moved from 
New York to California, bought an alto saxophone, enrolled in college, and started 
practicing. 
In my senior year, I switched my major instrument from alto saxophone to flute. 
In addition to my undergraduate work, I studied privately with jazz saxophonists Joe 
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Henderson and Hal Stein; classical flutists Lloyd Gowen and David Subke; and jazz 
pianists Don Haas and Mark Levine. I graduated at the age of 28 with a bachelor of arts 
degree in music performance, and throughout my 30s, 40s, and 50s, I worked full time as 
a professional musician. This meant playing all types of gigs, from classical chamber 
groups on flute, to casuals, R&B, and big band gigs on tenor and alto. I formed a jazz 
fusion group; to date we have recorded four CDs. 
In 1994, DCI Manhattan/Warner Bros. Publications published my book, Sax/Flute 
Lessons with the Greats, a collection of lessons I wrote based on in-person interviews 
with Paquito D’Rivera, Hubert Laws, David Liebman, Joe Lovano, Lenny Pickett, and 
Ernie Watts. Also, included in the book was my own lesson. It went out of print when 
Alfred Music Publishers purchased Warner Bros.; but in 2005 the rights were returned to 
me and I republished it under the new title, Master Lessons for the Creative Musician. 
The second edition corrected errors in the first and contains updated biographies. 
Concurrent with my career as a working musician, I owned and operated a 
professional recording studio, had a private practice teaching saxophone, flute, and 
clarinet, and coached middle- and high-school jazz band students in improvisation at 
several area schools. My understanding of jazz and my teaching of improvisation have 
continued to evolve. However, there are three key factors in my jazz improvisation 
instruction that have remained constant. They are:  
• Learn songs by listening to recordings, instead of from fake books;  
• Learn songs in multiple keys; 
• Be able to walk a bass line to the song you are working on.  
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In my experience, most student horn players neglect to learn the chord changes to songs. 
Having to walk a bass line helps solve that issue. 
In 2010, I was hired as the director of instrumental music at a grade 6-12 private 
school. For the past eight years, I have been directing three middle school and three high 
school ensembles. Additionally, I teach improvisation concepts and techniques to all of 
my students, classical as well as jazz. While preparing repertoire for concerts, I teach my 
jazz band students how to improvise by working on standards and investigating the 
melodic and harmonic components of each song. This is identical to what I have done in 
the workshops with this study’s participants. In the next section, I detail each of the eight 
workshops in this study, the material we worked on, and the questions and concerns that 
each participant expressed.  
Workshop Introduction 
The eight workshops conducted as part of this study established a pedagogical 
framework for learning how to improvise music by learning jazz standards (songs). In 
this next section, I present the workshops for the reader in chronological order, detailing 
the steps required to learn each song. I portrayed the participants’ accomplishments as 
well as their struggles as they gained more knowledge of jazz improvisation within the 
community of practice.  
I asked the participants to learn seven jazz standards over the course of the study. 
The procedure for learning each song included: learn the melody of each jazz standard by 
listening to a recording of the song; determine how to voice the chords of each song on 
the piano; and construct a walking bass line on their instrument to correspond with the 
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chords of each song. The seven songs studied over the course of the workshops were: 
“Take the ‘A’ Train” (Billy Strayhorn); “All of Me” (Gerald Marks and Seymour 
Simons); “Autumn Leaves” (Joseph Kosma); “Blue Bossa” (Kenny Dorham); “Tenor 
Madness” (Sonny Rollins); “So What” (Miles Davis); and “All the Things You Are” 
(Jerome Kern). 
I presented each song in a predetermined order that highlighted commonalities 
between them, as well as unique elements of each song. Before each workshop, I 
recorded the melody of the song for that week using a backing track generated by iReal 
Pro (Technimo, 2013) (see Appendix H). I then imported the backing track into a Digital 
Audio Workstation (DAW) and recorded myself playing a simplified version of the 
melody on the tenor saxophone. 
In order to demonstrate how chords were constructed on the piano, I created a 
tutorial. I video-recorded myself seated at the piano, playing the voicings for each chord 
in the song. I mounted a camera close to the ceiling that pointed down toward the piano 
keyboard. The angle of the camera allowed the participants to see my hands as I played 
each chord. I adapted my own piano voicings from Frank Mantooth’s book, Voicings for 
Jazz Keyboard (1986). 
Jazz composer, arranger, and pianist Frank Mantooth (1986) created a very basic 
system of voicing chord changes that gets the novice pianist away from tertian voicings 
and towards contemporary sounding voicings in fourths. His generic voicings “are five-
note chord contractions which function for three basic chord families: major, minor, and 
dominant” (p. 8). With Mantooth’s five-note voicings, three notes are played with the 
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right hand, while the left hand plays two notes. The only other rule is that the right-hand 
thumb stays within the octave between middle C (C4) and C5, thus avoiding muddy-
sounding (too low) or thin (too high) voicings. Major chords are voiced by starting with 
the right-hand pinky on the root or the fifth of the chord and descending in perfect 
fourths. Minor chords are voiced by starting with the right-hand pinky on the third of the 
chord descending in fourths. Dominant chords are similar to major chords, in that the 
right-hand pinky plays the root or the fifth, but only the right hand descends in fourths, 
while the left hand plays the third and seventh of the chord. 
In addition to his generic voicings, Mantooth (1986) described two other voicings 
he called Miracle Voicings 1 and 2, plus a system of voicing-altered dominant chords that 
he referred to as Polychord Fractions (pp. 15–22). Nowadays, contemporary professional 
pianists would refer to Mantooth’s Polychord Fractions as upper structures (see Appendix 
H). 
For the songs “Take the ‘A’ Train,” “All of Me,” and “Autumn Leaves,” I wrote 
scale etudes (see Appendix I), which were primarily diatonic scales that ascended and 
descended through the chord changes, with chromatic passing tones added to connect the 
changes. For “Blue Bossa” (see Appendix J), I composed two choruses of a chord tone 
solo, again with chromatic passing notes added to approach most chords. “Tenor 
Madness” (see Appendix K) included notated examples of major and minor blues scales, 
plus two four-measure melodies using these scales. The participants were asked to 
compose their own four-measure major and minor blues scale melodies that were later 
shared with each other. On “All the Things You Are” (see Appendix L), I wrote out the 
  
94 
guide tones for all the chord changes and then wrote an etude using the guide tones, 
which were connected by chromatic approach notes. Below is the procedure for learning 
each new song: 
• Learn the melody on the piano from the posted recording; 
• Play the root of each chord in your left hand as you play the melody in your right 
hand; 
• View the piano voicing video and learn the voicings; 
• Sing the root notes as you voice the chords; 
• Transfer the melody to your instrument; 
• Learn to arpeggiate the chords ascending and descending; 
• Practice the scale etude or chord tone solo. 
All of the workshops were audio- and video-recorded. After each workshop, I 
edited the audio recording of the workshop and uploaded it to a shared Dropbox folder so 
each participant could reference the recording throughout the week. In the shared folder 
was also a “Student Doc” folder with documents the participants could distribute to their 
students: an explanation of the cycle of fourths and fifths (see Appendix M); fifteen 
major and minor key signatures (see Appendix N); how to construct a bass line (see 
Appendix O); four-measure II-V7-I progressions, ascending by fourths (see Appendix P); 
diatonic seventh chords in the key of C major (see Appendix Q) two reprints from my 
lesson in Master Lessons for the Creative Musician (Mishkit, 2005) detailing the modes 
generated by the major and jazz melodic minor scales (see Appendix R); and a condensed 
version of how to voice chord changes, adapted from Frank Mantooth’s (1986) book. 
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Also uploaded to the Dropbox folder were the melody and chord voicing recordings for 
each song, as well as PDFs of each song’s chord changes. 
In addition to our weekly workshops, the participants and I met in the middle of 
each week for a video chat, using Google Hangout. We discussed any issues they were 
having with the material, and they shared their experiences working on the song for that 
week. I also answered any questions that might have come up since our last workshop. 
Video recordings of those online video chats were edited and posted to the shared 
Dropbox folder. Participants in the study still have access to the Dropbox folder with all 
the assets from the workshop, which they can review as well as share with their students. 
Workshop Week One: “Take the ‘A’ Train 
Our first workshop on learning jazz pedagogy and improvisation took place on 
Saturday, June 3, 2017. The three participants and I met at my recording studio for 
approximately two and one- half hours. The studio is located in the lower level of my 
home. It is approximately 950 square feet and was originally a family room and a fourth 
bedroom. The family room is now the main recording room, which is home to a Yamaha 
C7 grand piano. 
I set the studio up so that we were all in the main recording area and each of us 
had a piano to use. Nick sat at the Yamaha grand piano, while Edward, Nathan, and I 
used electronic keyboards. There was a 5’ x 4’ music-lined whiteboard set up on a tripod, 
and the desktop of my MacBook Pro was projected onto a video screen. Each participant 
had a folder that included all of the printed copies of the PDFs previously posted to the 
shared Dropbox folder. Both Edward and Nick had their trumpets (although Nick’s 
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primary instrument is the French horn) and Nathan brought his acoustic bass.  
The workshop began with an overview of what the participants would be learning, 
and a description of their role in data collection; including online journals, and weekly 
video conferences. The first song we worked on was “Take the ‘A’ Train,” composed by 
Billy Strayhorn and made famous by the Duke Ellington Orchestra. “Take the ‘A’ Train” 
has several important melodic, harmonic, and structural elements to teach the novice 
improviser. The song is 32 measures long and is written in an AABA form; the length 
and form of the song is a model for many other jazz standards. 
Our work on “Take the ‘A’ Train” began with my playing the melody on the tenor 
saxophone at a slow tempo. Both Edward and Nick were familiar with the song and had 
little difficulty finding the notes on their horns. However, Nathan was struggling. He 
wrote in his online journal entry that week, “I feel a little apprehensive. I’m not used to 
using my ear and pitch memory so much. I’m feeling the need for printed music, but I 
know that the point of doing things this way is to flex a muscle I don’t use very much.” I 
explained the chord changes of the song and wrote them on the whiteboard with the 
Roman numeral function underneath each chord. It was then that I noticed a glazed look 
coming over Edward and Nathan and realized that I had mistakenly assumed that 
everyone was versed in basic functional harmony. Apparently, that was not the case. 
Because the function of the chords in “Take the ‘A’ Train” was not obvious to 
everyone, I wrote a C major scale on the whiteboard and then added the third, fifth, and 
seventh scale tones above each note in the scale, creating diatonic seventh chords, and 
explained that these were the basics of functional harmony used in jazz. I emphasized 
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that regardless of which major scale you are working with, the quality of the diatonic 
seventh chords built on each step of the scale remains constant: The I and IV chords are 
always major seventh chords; the II, III, and VI chords are always minor seventh chords; 
the V chord is a dominant seventh chord; and the VII chord is always a half-diminished 
chord. Figure 3 shows the harmonization of a major scale and the diatonic seventh chords 
created. 
 
Figure 3. The harmonization of a major scale. Adapted from Master Lessons for the 
Creative Musician, by B. Mishkit, 2005, p. 84. 
Next, we discussed learning the melody of a song. Since none of the participants 
were in the habit of learning jazz repertoire, when I asked each of them how they would 
go about learning a song, they all shrugged. Edward finally said, “I guess I would just 
find the tune in a fake book and read the chart.” I responded and said that it is preferable 
to learn the melody of any song from a recording of a good performance, and not from 
the sheet music, because the nuances of phrasing do not exist on a lead sheet. My own 
process is to learn a song from a vocal version, if it is available; the workshop 
participants had access to a recording of my simplified version of the melody. I 
encouraged them to learn the melody by ear on the piano, and suggested everyone get 
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comfortable playing the melody with their right hand while playing the roots of the 
chords with their left hand. 
The last step was to play the melody on their instrument¾transposed if 
necessary¾visualizing the chord changes, while making an effort to connect the melody 
to the chords. The melody of “Take the ‘A’ Train” starts on the fifth of the C major 
chord¾the I (one) chord in the key¾and ascends up to the third, back down to the fifth, 
and finally to the root of the chord, before moving on to the ninth of the D7♯11 chord in 
measure three. Connecting the melody to the harmony gives meaning and structure to the 
melody. 
Because this was our first workshop together and I did not want to overwhelm the 
participants, I felt it was essential to give them insight into my musical development and 
how I thought about the process of learning repertoire. We took a short break and I 
shared with them some of my experiences learning how to improvise:  
Throughout my development as a musician, I felt that my ears lagged behind my 
understanding of theory. I knew intellectually that I could play a lick or melody in 
a particular harmonic situation long before I could hear it. Even today, I practice 
being able to hear what I am about to play. Some musicians are naturally gifted in 
that way; I am not, and, as a result, I needed to figure out a way to give meaning 
to a melody. Connecting or tying a melody to the harmony gives me the meaning 
and understanding of that melodic phrase. An analogy would be this: We would 
never teach English vocabulary by instructing a student in the pronunciation and 
spelling of a word without also teaching them the meaning of that word, because 
without knowing the meaning of the word it would never become part of the 
student’s vocabulary. Similarly, giving meaning to a melody by connecting it to 
the harmony gives me the understanding to use it—as well as hear it—in both 
similar and dissimilar harmonic situations. Throughout my years of teaching, I 
have emphasized the recognition of this relationship between melody and 
harmony to my students, regardless of ability, and how it makes for a deeper 
understanding of the song and greater facility in transposing a song. 
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Our Week One workshop ended with a homework assignment and some food and 
refreshments. In preparation for the next workshop, I requested that the participants learn 
the melody of “Take the ‘A’ Train” from the posted recording; be able to play the chord 
voicings on the piano; learn to arpeggiate each chord, from the root of the chord 
ascending and from the seventh of the chord descending; and play the melody on their 
instrument, while visualizing the chord changes. 
On the Wednesday evening after our first workshop, I sent the participants an 
email with a link to join me on Google Hangout. We had a brief talk about the material 
the participants were working on, but Edward had technical issues logging in and could 
not join the conversation. Nick logged in from New York, to which he had traveled right 
after the first workshop. 
I began the video chat by explaining the purpose of getting together in between 
the weekly workshops: to ensure that the participants were on track and understood what 
they needed to work on before the next workshop; and to answer questions or address 
confusion about anything from the previous workshop. We discussed the assignment and 
I emphasized the importance of learning the chord voicings and being able to move from 
one voicing to the next in tempo. I suggested using iReal Pro (Technimo, 2013) to loop 
two or four measures of the progression, stressing the importance of feeling comfortable 
with those chords before moving on to the next two or four measures. “Take the ‘A’ 
Train” would take them the longest to learn, I said, not because of its difficulty, but 
because of its unfamiliarity. 
To prepare the participants for the next workshop, I told them that all of the 
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chords they were learning to voice on “Take the ‘A’ Train” would be used in the next 
song we would learn. I also reminded them that being able to pick up their instrument and 
play the songs we were learning, and being able to arpeggiate the chords up and down, 
were important skills to master, because knowing the notes of the chords was the initial 
step in being able to create an improvised melody. 
Nathan said, “I really appreciate working on the chord voicing. I don’t have much 
to offer my piano students except telling them to play thirds and sevenths of each chord.” 
Nathan added that he found it difficult to discipline himself to arpeggiate the chord tones, 
and often found himself walking a bass line instead of restricting himself to just the chord 
tones. Nick said, “My students will love the chord voicings; however, it’s taking me 
forever to figure out each one.” Despite not participating in the video chat, Edward wrote 
in his weekly journal that “I have been able to get the melody of ‘‘A’-Train’ under my 
fingers pretty quickly, I knew the melody by ear already.” He did not have any issues 
with the chord voicings and was getting quicker moving from chord to chord. His biggest 
concern was not knowing what scales he should play when he tried to improvise on 
“Take the ‘A’ Train.” After reading that comment in his journal, I emailed him and said 
that, while it was great that he was looking down the road a bit, the important thing was 
to think chords and chord tones first, and not worry about what scales would be 
appropriate. 
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Workshop Week One Summary. Our first workshop started well. Everyone had 
a chance to exchange pleasantries, and I explained the structure of the workshops going 
forward. I handed everyone the materials we would be working on and showed them how 
to access my Dropbox folder, where more information would be uploaded as we went 
along. There was a moment of stress for me when I realized that not everyone had the 
same amount of harmonic knowledge; that glazed look on a student’s face is the same 
regardless of age. I explained to all the participants how they should approach the 
material and gave them their assignment for the week. As we gathered outside my studio 
for some refreshments, I felt some angst from the participants. Almost like, “what did I 
get myself into?” Though no one said anything at the time, I surmised that they might 
thinking, “how can I teach this stuff to my students, when I’m just trying to understand it 
myself.”   
Workshop Week Two: “All of Me” 
Our second workshop took place on Saturday, June 10, 2017, starting at 11 a.m. 
My objective was to do a quick review of everyone’s progress on “Take the ‘A’ Train,” 
answer questions, and introduce the song, “All of Me.” 
The session started out with a discussion about the scale etude I wrote based on 
the chord changes to “Take the ‘A’ Train” (see Appendix I). Edward asked why I wrote 
an A♭ and G♯ on the C6 chord. In Figure 4, I have notated the first four measures of the 
scale etude, which is an original melody based on the chord changes C6 and D7(♯11). The 
I6 followed by a II7 is a common chord progression found in songs like “Só Danço” by 
Antônio Carlos Jobim and the song we were learning, “Take the ‘A’ Train.” 
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Figure 4. Excerpt of the scale etude written on the chord changes C6 and D7(♯11) by B. 
Mishkit, 2018. 
The scale that Edward referenced in his question is the major bebop scale, 
frequently used in jazz, which adds a ♯5 or ♭6 to a major scale. To review, and as 
previously noted, the scale etude is a useful tool when working on a new song. By writing 
out the chord changes and then each chord’s ascending and descending scales—making 
sure to land on a chord tone at the beginning of each measure—one can explore different 
scales. Often, jazz improvisers will approach a new chord by playing the note a half step 
above or below the chord tone, before landing on the actual chord tone. This is one way 
to explore scales. 
Continuing with our discussion of bebop scales, I explained that if we add the ♭6 
to a C major scale, the added note is an A♭. The benefit of adding the additional note is 
that if you start a descending or ascending line on the 1, 3, 5, or 6 of the major chord, the 
rest of the chord tones will fall on strong beats, which leads to a better resolution of the 
improvised line. I acknowledged that even though I gave them the scale sheets for the 
songs we are working on, the relationship between chords and scales is an in-depth 
subject that we would discuss in a future workshop. The priority right now was to learn 
how to arpeggiate the chords in a song. Being able to ascend or descend within each 
chord in a song’s progression was an important skill to master.  
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Since no one had additional questions, we reviewed the material I asked them to 
work on at the end of the previous workshop. In addition to learning the melody and 
chord progression of “Take the ‘A’ Train” by ear, the assignment was to work on the 
two-handed chord voicings on piano. I pointed out that functional piano skills are 
essential for developing a framework for learning jazz standards and thus building a 
vocabulary for improvising, not only for them, but for their students as well. 
Nathan observed that working on the chord voicings was time-consuming but 
gratifying. He said: 
I’ve enjoyed playing the chord voicings, since they’re much hipper than what I 
was playing before. However, this is all very new to me. I have a bachelor’s and 
master’s degree; I’ve taught music in middle school for 15 years; I’ve taken 
numerous theory classes where I’ve analyzed Bach and Brahms; but it’s taking a 
little while to think differently about this stuff. I’m not sure how much music 
theory I can give my middle school kids and still keep their interest. I think it 
might be very challenging for me. It doesn’t mean that it can’t be done—but what 
suggestions do you have to teach our students what you’re giving us? (workshop 
transcription, June 10, 2017) 
 
In my response to Nathan, I again emphasized that not everything I was teaching 
them would be the first thing they teach their students. The focus of the workshops was 
for the study participants to improve their skills; helping them to develop new skills and 
the confidence to implement them was my primary objective. I asked them to try and 
hold off thinking about how they would relay this information to their students and just 
focus on understanding the material. 
I suggested we play through the chord progression for “Take the ‘A’ Train” in 
whole notes, one chord (voicing) per measure. Opening up iReal Pro (Technimo, 2013) 
on my iPad and selecting “Take the ‘A’ Train,” I muted the piano track from the mix, set 
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the tempo to å=60, and tapped on the play button. There was a four-beat count-off, the 
backing track started, and we began to play, but about four measures in, things fell apart. 
Nick promptly offered, “I didn’t get to the piano voicings at all.” It was also apparent that 
neither had Edward nor Nathan. Quickly reassessing our schedule, I began with the C6 
chord and had them write each chord voicing on their chord sheet. 
After 30 minutes of this chord-voicing review, I asked if everyone was able to 
play the melody on the piano with their right hand while playing the root of each chord 
with their left hand. The response was mixed, but I moved ahead anyway. Unmuting the 
piano track from iReal Pro (Technimo, 2013), I started playback of “Take the ‘A’ Train” 
once again. This time we got to the bridge before things fell apart. Unwilling to focus on 
what wasn’t working, I asked them to get out their instruments and play the melody. That 
went well, and each person was able to arpeggiate the chords from the root up. 
Arpeggiating the chords from the seventh down, however, was not as successful. 
It was then that everyone realized they had not expended the time needed to 
accomplish what I had asked them to do. The lack of time and maybe the motivation to 
work on the material were themes that reappeared often throughout the workshops. It was 
also clear to me that my schedule for the workshop would not progress as I had originally 
planned. We were already 75 minutes into a two-hour workshop, and we had not even 
started discussing “All of Me,” which was the learning objective of the workshop. 
It was clear that I had to revise my lesson plan if I was going to keep everyone 
onboard with my approach to learning improvisation. Pointing out that the purpose of the 
arpeggiating exercise was ultimately to create a solo using just chord tones, I emphasized 
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that the key was to learn the notes of each chord and to be able to play them both 
ascending and descending. Improvisation, I said, is not just about the notes you play, but 
often, and more importantly, it is about how you play those notes, how you articulate 
them, and the rhythms you choose. 
To underscore the importance of chord tones, I told them a story from my own 
experience:  
When I enrolled in college and started practicing my saxophone, alto saxophonist 
Phil Woods was my main influence. He was the first jazz player I studied. At the 
time, I did not even know who Charlie Parker was. When I finally heard Parker 
play on a recording, I thought that he was ripping off all of Phil Woods’ lines! 
Obviously, at that point, I had no idea of the jazz lineage. Often, when listening to 
Phil, something he played would catch my ear. For example, toward the end of his 
solo on Sonny Rollins’ “Airegin,” there’s a phrase he played that I just love. 
When I took the time to transcribe the solo, I realized that he was simply playing 
the 1-3-5 of each chord. You can listen and transcribe many improvised solos by 
numerous jazz musicians and find many instances where they are simply playing 
chord tones, and it sounds great. 
 
For the reader, I have notated the Phil Woods phrase mentioned above. Played at å=260, 
Figure 5 is the first seven measures of Phil’s fourth improvised chorus from his album 
Musique du Bois. 
 
Figure 5. Excerpt of Phil Woods’ Solo on “Airegin” from Musique du Bois. Adapted 
from Phil Woods: Improvised saxophone solos, by T. Kynaston, 1981, pp. 22–23. 
I offered several suggestions for incorporating rhythm and articulations into their 
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chord tone exercise but also recommended that they first focus on playing quarter notes, 
attempting to feel the pulse like a bass player walking a bass line. I said to the 
participants that in the next workshop I would introduce them to building bass lines, but 
as a preview, they could start playing the root and fifth of each chord in half notes with 
the backing track. This would be an approximation of a half-time groove a bass player 
might play. 
The workshop was nearing its end. In preparation for the next workshop, I handed 
out the chord chart to “All of Me.” I requested that the participants learn the melody of 
“All of Me” from the recording posted in the shared Dropbox folder; arpeggiate the 
chords of the song ascending and descending, plus other variations; experiment with 
improvising using the chord tones only; learn the piano voicings for “All of Me” and find 
a few recordings of the song that they would like to share. I also encouraged them to 
continue working on “Take the ‘A’ Train” and get all the elements of that song together, 
pointing out that the piano voicings for that tune would be used in “All of Me.” 
After the workshop, we sat outside eating snacks. Justin mentioned that even 
though it was his summer vacation, he was at the school several days a week working on 
his performance schedule for the fall. He had to schedule all of his students’ concerts and 
decide which festivals his groups were going to perform in and which California Music 
Education Association (CMEA) competitions they were going to sign up for. His jazz 
band performs during the school’s main winter and spring concerts, but they also 
participate in five jazz festivals in the spring. Additionally, they do a series of two-hour 
‘farmers’ market concerts, for which they need to prepare around 30 tunes. 
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We talked about time demands, and questioned how a music teacher could find 
the time to teach improvisation in addition to repertoire preparation and performing. This 
was a theme that came up frequently throughout the workshops, during our weekly online 
video chats, and in the participants’ weekly online journal. 
Workshop Week Two: Video Chat. On Wednesday, June 14, 2017, the 
participants and I met for our first weekly video chat. By presenting these edited video 
chat transcriptions of our discussions each week, I hope to portray where the participants 
were in the professional development process as they moved through the jazz community 
of practice. For the video chat this week, I requested that they join me online at 5 p.m. on 
Google Hangout. Nick did not attend the video chat. I began the discussion with a 
question: 
Bruce Mishkit (BM): So, is anyone having issues? 
 
Nathan Adams (NA): I’m not having what I would call issues, except for the 
general issue of unfamiliarity. This is just so new to me, compared to what I’ve 
been doing with the rest of my music making. So, I continue to struggle. It is 
getting easier, but it’s not going to get easier very quickly, so it’s a bit frustrating 
right now. In a way, I’m identifying with my kids and realizing that if it’s tough 
for me, it’s gotta be super tough for them, because they barely know anything. 
BM:  Nathan, I’m sorry you’re feeling frustrated. However, I think it’s a matter of 
just doing a little bit of something every day. The material is laid out pretty 
clearly, so try to hit on each item you need to work on. Everyone needs to learn 
the melody and the chord progression, and to be able to voice the chords on the 
piano. 
 
For me, I find that I learn a melody more thoroughly if I learn it on the piano first. 
The reason may be because I’m not trying to develop muscle memory on my horn 
simultaneously, and I can therefore visually focus on the intervals of the melody 
notes. Also, playing the roots of the chords at the same time as I’m learning the 
melody helps to anchor the melody to the harmony. When I’m comfortable doing 
that, I’ll move on to playing the thirds and sevenths of the chords with the melody 
as I sing the roots of the chords. By the time I have all that together, I’ve spent a 
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couple of hours over the course of a few days learning that song on the piano. At 
that point, I will transfer the melody to one of my horns. 
 
Learning the piano voicings is not much more than rote learning. I find that with 
all skill-based activity, if I am consistent in my practicing things will progress. 
 
NA: Okay, I will try doing that on the piano. Right now, I’ll learn a chunk of the 
melody, and then I forget the middle section and have to go back and relearn the 
first section. It’s just coming very slowly. This is a very interesting place to be at 
and, thinking of my students, it’s probably what they go through on a daily basis. 
When I am reading music, I feel very comfortable because I’m in my wheelhouse. 
Having to rely on my ear while learning songs in this way is very awkward. I 
guess it’s a good thing because it’s something I need to do. It’s not that I’m 
freaking out or wanting to quit, it’s just an interesting thing to go through because 
I haven’t felt this way in a long time. 
 
BM: You know, that is part of what is interesting about this process. It’s not only 
about the information that I’m giving you guys, but everybody has insecurities in 
some areas, and everybody excels in other areas, but it’s tough being brought 
back to those insecurities. Hopefully, these workshops are a way of working 
through that. 
 
The idea of doing all this ear work and not reading music…well, I always think I 
sound like a snob when I say this, but it’s my opinion that improvising musicians, 
whether or not they’re classically trained, just hear differently than non-
improvising musicians. Even while playing in a classical ensemble—because I 
did graduate college as a performance major in flute—I’m listening and trying to 
figure out what’s happening and how my part fits into the ensemble. Not just my 
intonation and my phrasing, but also the harmonic framework. If I can’t hear 
something (which is more often than I would like) I’ll go to the score and figure it 
out. Improvising musicians are always doing that when they’re playing over chord 
changes. When we put away the music, it forces our ears to open up a little bit 
more. So, whether or not you guys absorb all of this in an eight-week period—
which is a very short time—you’ll have a framework for learning tunes, which 
you can ultimately use to teach your students. These tunes can be performed by 
your students, but it’s my intention that they be used as warm-up elements. I’m 
sure that the more tunes your ensemble learns in this way, the more tools they’ll 
have to apply to the songs they’re performing. 
 
BM: Edward, do you have any questions with regards to learning “All of Me,” or 
anything else we previously covered? 
 
Edward Justin (EJ): Yeah, the last two lines of the tune . . . Some of those 
changes get a little funky for me. 
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BM: Okay, you mean starting with the IV6 chord? 
 
EJ: Yes, but also why are there smaller chord changes written above the main 
chord changes? (see Figure 6) 
 
Figure 6. Excerpt of the chord changes for “All of Me.” Adapted from iReal Pro, 
Technimo, 2013. 
BM: Those are just common substitutions that musicians will often play. 
 
EJ: When the chord has a 6 next to it like a C6, is it still major. 
 
BM: Yes, C6 is a major chord. If it said C7 or C9, C11, C13, now we’re talking 
about a dominant quality chord. Composers will often use a major 6 chord when 
the melody is the root of the chord, like the melody of “All of Me,” rather than a 
C∆7, since playing a major 7th chord when a singer or instrumentalist is trying to 
produce the root note in tune a half-step higher can be problematic. Also, 
composers will use a major 6 chord when the melody is the sixth, like the F6 
chord in the first measure of the C section of “All of Me.” Some musicians will 
play that chord as a F∆7, but the chart I gave you has it written as an F6, and the 
melody note is D, which is the 6th. 
 
Minor 6th chords are another story. In the context of “All of Me,” which is the 
way I’d like to approach this, in the last eight measures of the song—the 
beginning of the C section—we have an F6 chord, which is the IV of the key. 
This is followed by the Fm6, which I want you to think of as the minor IV of the 
key. So, the last eight measures of the song would be, | IV6 | IV-6 | III-7 | VI7 | II-
7 | V7 | I6 |. All the chords are one measure each. 
 
In another context, a minor 6th chord could be thought of as a half-diminished 
chord, or a dominant 9th chord without a root. If we have an F-6 chord, which is 
spelled F-A♭-C-D, and I take the D and make it the root, the chord is now spelled 
D-F-A♭-C, which is how a Dø7 (D half-diminished) chord is spelled. The F-6 
could also be thought of as a B♭9 chord—the dominant 9th chord without the root. 
However, for right now, while learning “All of Me,” I would like to keep it simple 
and have you think of the F-6 as a minor IV chord. 
 
EJ: Do you have any tips on memorizing chord changes? 
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BM: You have to memorize them by their function. Well, that’s not totally true. I 
mean, I would love for you to know the actual analysis of each chord. So, in “All 
of Me,” the C6 is the I chord. The E7 in measure three is the V7 of VI, which 
does resolve to the A7 chord—the VI—in measure five. However, for 
memorization, I find that it’s easier to think of the E7 chord as simply a III7 
chord. 
 
I do realize that if you haven’t done this before, you’re not in the habit of looking 
at chord changes and thinking about them functionally. This can seem like a very 
tedious process for you as well as your students. However, if you start thinking 
like this as you are learning each song, you will find that you come across the 
same chords time and time again, as well as the same chord progressions from 
one song to another. For example, the first eight measures of Antônio Carlos 
Jobim’s “The Girl from Ipanema” is very similar to the first eight measures of 
“Take the ‘A’ Train” (“‘A’ Train”). If you understand harmonically how “‘A’ 
Train” works, you’re dealing with basically the same chord functions when you 
start learning “The Girl from Ipanema.” You’ll most likely be in a different key, 
but “The Girl from Ipanema” starts with a I∆7 [major] chord for two measures 
followed by the II7 for two measures followed by the II-7 chord just like “‘A’ 
Train,” minus the ♯11 on the II7 chord. After the II-7 chord in “The Girl from 
Ipanema” it moves to the ♭II7 instead of the V7 as it does in “‘A’ Train,” but that 
is a common tri-tone substitution that we will learn about later. 
 
The bottom line is, the more you work with the material, the more it will become 
second nature to you. Also, always remember that when you are memorizing 
tunes, relating the melody to the chords is very important. If you establish that 
relationship, then when you think of one you’ll think of the other. The first three 
notes of “All of Me” are 1-5-3 of a C6 chord. In the third measure, the melody is 
5-3-1 of the E7 chord. If you need to play the song in another key, you’ll have 
established the framework to do that. (video chat transcription, June 14, 2017) 
 
Workshop Week Two: Online Journal. I asked the participants to keep a 
weekly online journal in which they could ask questions about the material we covered or 
merely reflect how they were feeling. An important element of this study was gaining a 
perspective on each participant’s experiences. Traditional professional development 
workshops, which normally occur over one or two days, cannot offer the beginning jazz 
improviser the tools, techniques, and concepts needed to build a foundation for learning 
jazz improvisation. Over the course of 10 weeks, this study provided the participants with 
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an extended professional development experience. Data from their journal entries which 
follow, provide a sense of how they felt about their learning as they moved through each 
part of the jazz community of practice. 
Edward 
This week has been frustrating and a bit discouraging. I’m finding that I need to 
practice a lot more than I’d like to get some of the concepts. For example, the 
piano voicings are hard for me. I’ve never been very good at piano, and I don’t 
visualize as well on the piano as I do on staff paper. 
  
I also feel like there’s a lot of material or “assignments” to cover in one week. I’m 
aware that if this were a college class or even a high school class, the workload 
given would be considered light. I’m finding, however, that life easily gets in the 
way of practice. I know in my heart that if I want to get good at this, I should be 
spending at least two hours a day ‘shedding. Even on summer break, the time (and 
sometimes motivation) is just not there. Next week is going to be a wash because 
of the conducting clinic I’m participating in at Sonoma State. After that, I know 
that I’ll need to hit the practicing much harder. 
 
I’ve heard it said that getting older makes practicing and learning new things 
harder, although I’ve yet to experience that. Could this be the case? If so, it means 
that I will need to work twice as hard as my high school students to gain the same 
level of proficiency. 
 
On a more positive note, the scale sheet for week 2 provided a couple of insights 
that helped. Also, talking about the functions of chords in the songs is helping me 
visualize the chord changes. That being said, I’m still searching for more direction 
on how this understanding transfers over to improvisation and creating lines or 
phrases through the chords. 
 
Nathan 
I felt like I was able to play better this week with my bass. It still is quite 
challenging to remember what to play without looking at it—that is the way I 
normally make music! But I do know I have to learn this better so I can help my 
students. 
 
I am going to try learning “All of Me” by ear, but I’m not very confident about 
that. The B section is not as easy to remember. The voicings for piano are very 
useful, but I can’t fluidly move between different voicings yet. 
 
Recalling chord tones is very difficult for me. ‘Start on the 5th and playing 
fourths down, add the 3rd and the 7th in the left hand…’ it takes me several 
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seconds to process. I’m still willing to try, but I’m concerned about my 
limitations. I understand how daunting this can be for students when they are 
mostly classically trained. 
 
Nick 
Bebop scales—I need to hand these out. I suck at piano, but the Miracle Piano 
Voicings [Mantooth, 1986] are the best tool ever. I can have piano players craft 
voicings as a playing test. (journal entries, June 14, 2017) 
Workshop Week Two Summary. The second workshop proved to be an eye-
opener for the participants as they struggled to assimilate the assigned material. I realized 
that there was a gap between what I hoped they would accomplish and what they actually 
would accomplish. Edward was having issues finding the time and motivation to practice. 
It was clear that Nick was seeking information he could just pass along to his students, 
rather than putting in the time and developing the skills himself. Nathan, an experienced 
classical bassist, was having difficulty learning music aurally. His reliance on the printed 
page was proving to be a hindrance to him. On the positive side, all of the participants 
seemed to now understand what they needed to accomplish each week and how long it 
would take them to do so. Each promised to be more prepared for Week Three. 
Workshop Week Three: “Autumn Leaves” 
We met for our third workshop on Saturday, June 17, 2017. Because nearly the 
entire second workshop was spent working on “Take the ‘A’ Train,” I wanted the 
participants to begin immediately by playing their instruments, so we began with “All of 
Me” before I introduced them to “Autumn Leaves.” 
The workshop began with an overview of the similarities between “Take the ‘A’ 
Train” and “All of Me.” Both songs are in the key of C and start on a C6 chord, and all of 
the chords in “Take the ‘A’ Train” are also in “All of Me”—all, that is, except the ♯11 
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alteration on the II7 chord in the third measure of “Take the ‘A’ Train.” Both songs have 
32 measures; however, “Take the ‘A’ Train” is written in an AABA form while the form 
of “All of Me” is ABAC. Both chord progression move to the IV chord and the melodies 
of both songs use chord tones extensively. 
The new musical elements introduced in “All of Me” were: two additional 
secondary dominants, the V7/II and the V7/VI; the IV minor; and the III-VI-II-V chord 
progression. I reiterated that the primary dominant in any song is the dominant seventh 
chord built on the fifth degree of the key. So, in the key of C, the primary dominant is 
G7. Unless there is a clear modulation to a new key, any other dominant chord appearing 
in a song is considered a secondary dominant. It seemed that everybody understood the 
material just presented, so I asked if they were having any specific issues learning “All of 
Me.” 
Nathan said that he listened to several versions of the song but was still having 
problems memorizing the melody. He had no problem singing or playing the first eight 
measures, but for some reason he could never remember the second eight measures. My 
first suggestion was that he memorize the lyrics, a fairly traditional method of working on 
a song. Learning a song’s lyrics lends a deeper understanding of it, both musically and 
emotionally, something that older jazz players do as a matter of course. 
My other suggestion for remembering a melody was to take the time to 
understand how the melody is constructed, by which I meant to relate the melody notes to 
the chords. In measure one of “All of Me,” for example, the melody notes are the 1-5-3 of 
the C6 chord. In measure three, the melody is 5-3-1 of the E7 chord; and in measure five, 
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the melody is 1-7-5 of the A7 chord. The ability to see the connection between the 
melody and harmony is essential to a complete understanding of what you are playing, as 
well as an aid in memorization and transposition. 
I asked everyone to take out their chart of “All of Me,” and directed them to 
follow the chord changes as we played the melody. We began the tune; and at the 
downbeat of the seventh measure I stopped to ask everyone how the notes they had just 
played in measures five and six related to the chords. They struggled to answer the 
question. 
Part of the difficulty Edward and Nick were having may have been related to 
transposition, since the discussion was conducted in concert pitch, the “language” I 
choose to speak when teaching. Speaking in concert pitch, and having my B♭, E♭, and F 
instrumentalists transpose what I am saying, allows me to explain my point in a succinct 
manner. It becomes extremely time-consuming when I have to repeat myself in four 
different keys just to make a simple point. So, even though my participants were all 
experienced band directors and routinely need to transpose notes for their students, in the 
context of these workshops, it was taking both of the trumpet players a moment to answer 
in concert pitch. 
We returned to my question about the relationship of the melody in measures five 
and six of “All of Me.” Measure five starts on the root of the A7 chord and descends to 
the seventh and then the five. The five ties over the bar and descends to the flat five, 
returns to the five on beat three, and ascends to the flat nine, resolving back to the root, as 
part of a quarter note triplet. If we wrote the melody in measures five and six as numbers, 
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it would be 1-7-5-♭5-5-♭9-1. 
I suggested that we play that melody over an E7 chord instead of the A7 chord. 
Then we played the same numeric sequence over other dominant chords. I pointed out the 
tremendous benefit to be gained from this type of study: They would not only be learning 
this song, but would be increasing their vocabulary and developing the skills to use 
melodic fragments of the song in different harmonic situations. 
At this point we moved on to voicing the chords on the piano. It soon became 
clear that, despite the fact that the participants had a video demonstration of the piano 
voicings for the song, they were not able to play them in time, even at a very slow tempo. 
I reviewed the voicings again, pointing out that the same ones could be used on both 
“Take the ‘A’ Train” and “All of Me.” I suggested that they break down the progression 
into two-measure and four-measure phrases and start connecting one chord to another. I 
advised them not to worry about how much time they were spending on practicing any 
one element, but instead to focus on consistency, putting a little time into each item. 
I ran over the scale etude for “All of Me” (see Appendix I) and reviewed the 
major and dominant bebop scales. I reiterated my own process for learning a song: Once I 
have memorized the melody in a few keys and can voice the chord progression on the 
piano, the next step is to write out some melodic lines. I do not have any hard and fast 
rules for doing this, but have found that a great way to melodically ascend and descend 
through the chord changes is by playing bebop scales, approaching each new chord by a 
half-step before landing on a chord tone. 
In preparation for playing through the scale etude, I reminded everyone to apply a 
  
116 
basic jazz articulation to the eighth notes: accenting or tonguing on the upbeat, and 
slurring to the downbeat. The important thing, I said, was to make sure the musical line 
swings and is not too “hoppy,” and that the jazz articulation is consistent. We played 
through the scale etude, and then I had them listen to me play the first part again with a 
backing track, to demonstrate how good the lines sounded in context. I also showed them 
how they could leave out notes and create space to make the scale etude sound more like 
a solo. 
Before we moved on to the song for this week’s workshop, I introduced the 
concept of walking a bass line (see Appendix O). The first step was to play whole notes 
on the roots of the chords to “All of Me.” Following that, we played half-notes on the 
root and fifth of each chord, much like a bass player would in playing a half-time feel. 
We then progressed to playing the 1-3-5 of each chord in quarter notes, while resting on 
beat four of the measure. Finally, we played the 1-3-5 of each chord and inserted a 
chromatic passing tone on beat four of each measure, leading to the root of the next 
chord. For a melody instrumentalist, walking a bass line is not just about learning the 
notes in the chords, but also about how to feel the pulse, or the “swing,” of the song. 
Realizing that this was a lot of information for everyone to assimilate, I sensed 
that the participants were getting tired and maybe a little overwhelmed. It seemed like 
everyone wanted to take a small break and talk, so I sat and listened. 
Edward: You know, all this comes back to a philosophical question that I asked 
you when we first met. If you teach orchestra, wind ensemble, and marching 
band, how do you find the time to excel in each? I think I’m getting there with my 
wind ensemble, and I’m starting to understand more about teaching strings, and I 
also think that I’m proficient at teaching a jazz ensemble as well. But as we dive 
into improvisation, it’s like, wow, there’s a huge world of stuff that I’m not good 
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at. As a teacher who has to do it all, where do you pick your battles? Do you focus 
on one, or are you trying to get good at them all? 
 
Nathan: I think this kind of stuff is where it’s at for me. This is what keeps me 
sane, where I go, okay, I’ve got an opportunity this summer, and I’m going to 
notch up my understanding of jazz. 
 
Edward: Maybe you’re missing the point. I want to get to the top with all my 
groups. I want my wind ensembles to be playing at Midwest [The Midwest Clinic 
International Band, Orchestra, and Music Conference], and I want my orchestra 
playing at CASMEC [California All-State Music Education Conference], and I 
want my jazz band to be invited to the Ellington contest [Ellington Competition 
and Festival]. Can you do that with more than one subject in a career or at a 
school? I reflected on this in my journal this week. This week, I spent maybe 30 
minutes a day on this stuff, but it clearly wasn’t enough. I get the arpeggios down, 
and then I hit the piano for maybe five minutes, and by the time I leave the piano 
I’m thinking, ‘I don’t have a freakin’ idea what I’m doing.’ The point being, if I 
want to be good at this, I’m going to have to sit down and do two or three hours of 
practicing every single day, but then what else suffers? Next week I’m going to be 
at a conducting workshop, so then stuff for this workshop is going to suffer. Do 
you focus on everything or do you focus on one thing? 
 
Nick: You focus on fundraising, and you buy [hire] people that can teach you 
stuff! (Laughs.) The only way anybody can do everything at a top level is with 
clinicians. I’m not trying to be flippant or anything like that. It’s just the 
conclusion I’ve come to, because before I was teaching full time, I was always the 
guy that was hired to make marching bands better. That’s my thing. Now I’m 
trying to learn strings and jazz and…so, Edward, I get what you’re saying. 
(interview transcription, June 17, 2017) 
 
The frustration among the participants was palpable. While I empathized, my job 
was to encourage them, so I joined the conversation: 
You don’t have to spend too much time in any music teacher’s classroom to 
figure out what their field of expertise is. The key is to know what that is for you 
and to focus on that. But it is my hope that through these workshops you’ll 
acquire the concepts and tools to learn how to improvise, and then be able to share 
these concepts with your students. Personally, I don’t know if I’d be able to be an 
effective teacher if I couldn’t demonstrate something on my horn. I have met jazz 
directors, though, who are not great jazz players themselves but have a concept 
and the information to put their students on the right track. Edward, unfortunately 
I don’t have a good answer for you. When I first came to hear your jazz band and 
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we talked over coffee, you raised a similar question, which I haven’t forgotten: 
How do you find the time to do it all? My answer is still the same: I am not sure. 
(interview transcription, June 17, 2017) 
 
Our time was almost up. I handed out the chord sheet and scale etude (see 
Appendix I) for “Autumn Leaves” in G minor and in preparation for the next workshop, 
asked the participants to learn the melody for “Autumn Leaves” from the recording 
posted in the shared Dropbox folder; play the melody on the piano with the right hand, 
simultaneously playing the roots of the chords with the left; arpeggiate the chords in root 
position, ascending and descending and also in inversions; experiment improvising using 
just the chord tones; walk a bass line using the pattern 1-3-5-CPT (chromatic passing 
tone) higher or lower to the root of the next chord; learn the piano voicings for “Autumn 
Leaves,” and find a few recordings of the song to share.  
After our workshop, we went outside for a little food and informal conversation, 
which reiterated previous themes. 
Edward Justin (EJ): I enjoyed today, there was a lot of good information. 
 
Nathan Adams (NA): Going back to what Edward was saying earlier, I share his 
frustration about not being able to be everything for everybody all the time. You 
know, when you wear all those hats, it’s difficult to excel in everything. You 
don’t want kids to go through your program who are really into jazz and not get a 
jazz education, or an orchestra education, or a band education, or choir education, 
or whatever it is that you teach. You want to make sure that you’re giving them 
the legit stuff. People who focus on one area are blessed to have a full-time job 
that’s all in their wheelhouse. Those kids get a better overall experience because 
the teacher knows exactly what they’re doing and can focus all their energy on 
that. But that’s not something they do in California. I’ve done seminars for 
beginning teachers, and I tell them that whatever it is they’re not comfortable 
with, make sure to beef up on it, because you’ll probably have to teach it more 
than the stuff you do know. 
 
Bruce Mishkit (BM): Unfortunately, as an undergrad music major, there isn’t 
any requirement to learn jazz or improvisation. If there were, I would probably be 
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researching a different issue in music education. It would be great if everyone had 
multiple opportunities to learn to improvise in school. Unfortunately, if someone 
had experience improvising, and it didn’t go well, that often makes a big 
impression on them and sometimes they never get back to it again. That’s why I 
appreciate you guys participating in this study. You’re all trying to improve that 
aspect of your teaching knowledge, and I think it’s going to make a big difference 
in how you approach teaching jazz going forward. (interview transcription, June 
17, 2017) 
 
It was at this point in the conversation that Nathan told the whole story of his 
middle school jazz experienced. 
NA: Yeah. Unfortunately, back in middle school, I didn’t feel comfortable 
without a page of notes in front of me. I still kind of don’t, but back then I was 
absolutely paper trained. I had no concept of scales or anything like that. When I 
got to eighth grade I thought, “Oh, I’ll do jazz band,” and my middle school 
teacher said, “Yeah man, you’re a bass player, you gotta do jazz.” But during 
class one day, as we were playing a song, my teacher, who was walking around 
the room, walks over to me and says, “Doctor Adams, take a solo,” and I said, 
“Take a what?” And at that point, everything got real quiet, like they often do for 
bass solos, and I had nothing! He kept telling me to play, but I had no idea what to 
do. After that, I was so done with jazz. I immediately dropped out of jazz band. 
You know, I had no vocabulary, and I didn’t even realize what a solo was at that 
point. 
 
I have some kids that have no issues taking a solo and don’t seem to care what 
they sound like, but I always wanted to sound perfect. I guess it’s just a 
personality thing. 
 
BM: I know, it’s tough, and it’s unfortunate that sometimes just an innocent 
comment by a teacher, who probably didn’t give it a second thought, can have 
such a profound effect on a young student. 
 
With young kids, it’s a matter of having them learn to listen. If you’re playing 
blues, have them hear when it moves from the I (one) chord to the IV chord. I 
remember way back when I couldn’t tell, it was just sound. It’s like looking at a 
picture, but you don’t see any outlines of the images, you see colors, there’s no 
form to identify, and all the colors blend. That’s what music is to a lot of people, 
they hear the sound, but identifying what it is they’re hearing escapes them. 
Even if we’re playing two chords, I try to have students understand the notes of 
the chords. So, if there are two measures of D minor and two measures of E♭ 
minor, I’ll first teach everyone the notes of each chord, so they’re comfortable 
playing them. I’ll then set up a rhythm track, or if I have rhythm section players, 
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I’ll have them play a groove. Usually, I’ll come up with a simple part for the bass 
player and show the piano player a couple of voicings. Then I’ll have the low 
brass play the roots of the chords (D and E♭). Once the groove is established, I’ll 
add the alto saxophones playing the third of each chord (F and G♭) and have them 
hear how they fit in and what that feels like. Then I’ll invite the trumpets, flutes, 
and clarinets, to play the fifth of each chord (A and B♭) and have everyone get 
comfortable playing their notes and changing their notes on the downbeat of the 
third measure. On the surface, students might think that since each chord is a half-
step away, they’re closely related. However, in one sense, you can’t get further 
apart than a half-step, since there are no common notes between the chord tones, 
and only two common notes between the related scales. 
 
NA: That’s funny because I tend to think that because it’s just a half-step that it’s 
close, but yeah, there’s less notes in common than moving up a fifth, for example. 
 
BM: On minor chords, after teaching the chord tones, I’ll have students add the 
note on the fourth degree to create a minor pentatonic. What’s good about the 
minor pentatonic for beginning improvisers is that the scale has angles. What I’m 
calling angles are the minor thirds from the root to the third and the fifth up to the 
minor seventh. So, there are built-in skips or angles that help students when they 
are soloing not to sound too diatonic. If you give them some rhythmic patterns to 
use, now they have ideas to plug in. 
 
NA: What I’ve noticed, and maybe this is the problem, is that I need to start 
arpeggiating chords first, because if you give them a scale, nine times out of 10 
they will land on the only note that doesn’t sound good—the fourth—and they’ll 
just stay on it for the longest time! 
 
BM: With major or minor pentatonic scales, you don’t have those “avoid tones.” 
 
NA: So, if D is the root then the minor pentatonic would be D-F-G-A-C. And the 
major pentatonic would be D-E-F♯-A-B? 
 
BM: Right. That’s probably the most popular way of conceiving of the major and 
minor pentatonic scales. The major is the 1-2-3-5-6 of a key, and the minor is the 
1-♭3-4-5-♭7. However, with young students, I combine both of those pentatonic 
scales into the major scale. I’ll have the students play the C major scale first. Then 
I’ll have them skip the fourth and seventh notes of the scale and play the 1-2-3-5-
6, which is the C major pentatonic. After that, I’ll have them play the same scale, 
but starting on the A. Doing that creates the A minor pentatonic without them 
having to think of what the ♭3 or ♭7 of the key is. This way I’m helping them 
make the connection between the two different pentatonic scales. 
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NA: You know, in the town I grew up in, the music programs in the middle 
school and high school always received a lot of accolades. They had a lot of extra 
music coaches at each rehearsal helping kids with the literature, so the groups 
sounded good. However, if you weren’t taking private lessons, and I didn’t until 
the end of high school, you missed a lot of the theory about scales and harmony 
because it really wasn’t taught. So, as a teacher now, I have to remember to bring 
in theory because the way I was taught it just wasn’t in there. Even today, when 
I’m reading music, I’m just playing note to note and not really thinking about 
what I’m playing. If I play something over and over, I might start thinking that I 
just played a major chord or something like that, but in general, the theoretical 
stuff is secondary. (interview transcription, June 17, 2017) 
 
I thanked everyone for their effort that day and reminded them that we would 
meet online on Wednesday, June 21, 2017. I wrote down several themes that emerged 
during the workshop and talk afterward: How can one teacher do it all; the philosophy of 
teaching; teaching students better than the participants were taught; frustration over not 
learning music theory as a student; and having to rely on the printed page of music. 
Workshop Week Three: Video Chat. We met for our weekly video chat on 
Wednesday, June 21, 2017. As before, since we spent a majority of our previous 
workshop working on “All of Me,” there was just enough time to briefly go over 
“Autumn Leaves” before we had to quit for the day. The following transcriptions of 
video conferences portrays the participants’ professional development journey through a 
jazz community of practice. 
Bruce Mishkit (BM): How’s everyone doing? Any questions or issues? 
 
Nathan Adams (NA): In the chord sheet for “Autumn Leaves” there’s a D7♭13 
chord and a D7♯5 chord. Are they different? Is there another name for those 
chords? 
 
BM: I’m sorry for the inconsistency. They’re basically the same chord. 
Theoretically, a dominant chord with a ♭13 would have a natural fifth as well, but 
in most contexts, the chords are the same. Typically, it’s called an alt or altered 
chord. A common notation is ♯9♯5. In years past, it was usually notated as a ♯9     
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♭13, but ♯9♯5 seems to be the preferred notation for the chord nowadays. I tend to 
notate that chord as an alt chord, as in D7alt. The chord also has a ♭9 as well, and 
you’ll often see it notated as a ♭9♯5 chord. The important thing is the ♯5 or ♭13. If 
the chord has a ♯5 or a ♭13, then it’s an alt chord, and we’re talking about melodic 
minor harmony. If the chord is notated with just a flat nine, like a D7♭9, and it’s 
resolving to a major chord, then we’re probably thinking of a diminished sound. 
Unfortunately, there’s a bit of vagueness when writing chord symbols. The thing 
to know is that alt chords tend to resolve to a minor I (one) chord. You can 
certainly find examples when they don’t, but a large percentage of the time, a 
D7alt, for example, is part of a | IIø7 | V7alt | I-7 | chord progression that you find 
in tunes like “Autumn Leaves,” “Blue Bossa,” “Alone Together,” or “Whisper 
Not.” 
 
When you’re voicing the D7alt chord on the piano, your left hand is playing the 
third and seventh or seventh and third, and your right hand is playing what’s 
called an upper structure. Upper structures are triads that give us the alterations on 
the dominant chords we’re looking for. In the case of “Autumn Leaves,” your 
right hand is playing a major triad off of the flat sixth. So that would be a B♭ 
major triad above the F♯ (the third) and C (the seventh) of the D7 chord. The B♭ 
triad gives you the ♯5 or ♭13 (B♭) and the ♯9 (F) as well as the root (D). Now, there 
is another way to think about that. You can think of the B♭ triad as the root of the 
relative major. The D7alt is a V7 chord that resolves to G minor, and the relative 
major key of G minor is B♭. In “Autumn Leaves,” we’re going between II-V to 
major and II-V to the relative minor.” So, you can think of it in a couple of ways 
to get to the B♭ major chord. I don’t want to make things more confusing, but 
know that there’s usually more than one way to conceive of this stuff. Also, upper 
structures are not only for piano voicings but for improvising as well. I think if 
you listen to contemporary players, a lot of them are thinking of upper structures 
and are creating their lines based upon those triads. So, you can get a lot of 
mileage out of major triads. There are five major triads from other chord tones 
that’ll give you other alterations on a dominant chord, but we’ll get into the other 
ones later. 
 
NA: You’re saying that contemporary guys are building solos based on those 
triads? 
 
BM: Absolutely. 
 
NA: So, maybe they have a D7 chord in the song, but they’re altering it through 
their solo? 
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BM: Yes. When I see a D7 chord, for example, and want to emphasize the ♯9 or 
♯5, I’ll think B♭ major because B♭ is the major triad off of the flat-sixth of the D7 
chord. So, playing the B♭ major triad over the D7 gives me the ♯5 or ♭13 (B♭), the 
♯9 (F) and the root. 
 
On Saturday, I can show you how we can create some cool pentatonic scales 
using the upper structures. Typically, we only think of major and minor 
pentatonic scales, but there are many other kinds of pentatonic scales. Any five 
notes create a pentatonic scale whether or not it has as an official name. If you 
take the three notes of the major triad [upper structure] and add the third and 
seventh of the dominant chord, you have a pentatonic scale. Some of the upper 
structure triads will double the third, seventh, or root, but you can create some 
interesting sounds. If we add the third and seventh of a D7 chord to a B♭ major 
triad and arrange the notes from D up, we end up with D-F-F♯-B♭-C. That’s a 
pentatonic scale. I’m not sure what to call it, but it’s a set of notes and a shape that 
can be explored. Thinking about it, it’s more like a B♭ major pentatonic with a ♭6. 
 
Nick Christiansen (NC): I think, for me, I’m such an awful keyboard player that 
when you talk about this stuff, I don’t quite grasp it, but when I have to form my 
claw fingers and play the piano, it helps me understand what you’re saying. So, 
these exercises are actually very helpful for me. I mean, there’s the intellectual 
side of this stuff, which at your level is fairly effortless, but I have to puzzle it out 
as I sit there and think it through. 
 
BM: Yes, sitting at the piano is the key—no pun intended. 
 
Getting back to the chord voicings, having a piano voicing system that you and 
your students can easily learn is the goal. If you can gain proficiency voicing the 
chords in, for example, “‘A’ Train,” when you get to “All of Me” all of the chords 
you learned in “‘A’ Train” are there. You have the C6 chord as well as the D-7, 
G7, D7, and the F major chords. When working on the voicings, an important step 
is to make sure you hear the roots of the chords. I’ll often sing the roots of the 
chords as I’m playing the voicings so I can hear the entire sound. I’ll then open up 
iReal Pro [Technimo, 2013], slow the tempo down, turn off the piano, and sit 
there and play with the rest of the rhythm section. If I’m having a problem 
moving from one chord to another, for instance in “Autumn Leaves,” I’ll loop the 
first two measures and get comfortable moving from the C-7 to the F7 chord, 
back and forth. Then I’ll loop the F7 to the B♭∆7 and then finally add the E♭∆7 
chord to complete the | II-7 | V7 | I∆7 | IV∆7 | progression. The next four 
measures are the | IIø7 | V7alt | I-7 | and that’s 90% of the tune. At that point, you 
only have to worry about the last two lines of the song. I think your understanding 
and your ability to hear what’s happening in the song greatly increases as you sit 
at the piano and work on the voicings. 
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NC: Yeah, that’s been the thing that’s helped me, or the best thing that’s helped 
me, I should say. 
 
BM: Excellent. I’m glad you’re working on it. Not all my students buy into the 
fact that regardless of what instrument they play they need to sit down at a piano. 
But when they come see me for help, I’ll make sure they can voice through the 
chords of the tune in question, especially if they’re soloing on the song. 
 
NA: I’ve almost been afraid, in fact, I have been afraid to even offer that kind of 
stuff to my students because I don’t know what I would tell them. 
 
BM: Well, now you do! 
 
NA: Yeah, in the past, all I had to offer them was thirds and sevenths and an 
occasional ninth. That’s partially why I felt like I needed to do mostly blues, 
especially at the sixth-grade level, because then it’s just the same interval of the 
third and seventh for the rhythm section. The lack of knowledge and experience is 
what makes me feel uncomfortable and incompetent as a jazz teacher. 
 
BM: Hey, I don’t think you’re alone, but if you can get your piano player to 
sound hipper the entire rhythm section will be better off. 
 
With “Autumn Leaves,” I’ve introduced a few of Mantooth’s “miracle voicings.” 
However, if you haven’t gotten his generic voicings together, really focus on 
those so we can move on. Again, I don’t want you guys to feel overwhelmed so if 
you want to slow things down and spend another week with “Autumn Leaves,” 
and not get another tune this coming Saturday, that’s perfectly fine. We can 
decide when we meet for the workshop. 
 
Please remember that playing the roots of the chords with your left hand on the 
piano as you play the melody in your right helps connect the melody and 
harmony. In “Autumn Leaves,” for example, the melody starts on the root of the 
key or the fifth of the first chord, whichever way you prefer thinking about it, and 
you land on the third of the minor 7th chord. Then your left hand moves down to 
the root of the dominant chord, and the root is the pickup to the next phrase of the 
melody, which lands on the third of the dominant seventh chord. There’s a pattern 
that you can hear and see just by playing the roots of the chords as you’re playing 
the melody. It helps to give you an understanding of how the melody and 
harmony work together. When you move the melody to your main instrument, 
make sure that you continue to make that association by visualizing the chord 
changes as you’re playing the melody. The bottom line is that putting time into 
playing the piano is time well spent. 
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NA: I can’t wait to show my little guys how to play some of these chord voicings 
on the piano. I think they’ll be more inclined to try them out. When I’m just 
giving them two notes in each hand, then that’s not very interesting. (video 
conference, June 21, 2017) 
 
Workshop Week Three: Online Journal. Emphasizing the importance of their 
online journals, I continued to encourage the participants to document their experiences 
throughout each week. However, because we often talked about issues they were having 
during our weekly video chats, the participants were generally reserved when writing in 
their online journals. 
Edward 
This week I continue to focus a good amount of time on arpeggiating chords, and 
it’s helping my brain make connections between the changes. That being said, 
forming lyrical phrases that connect chords and sound musical is still hard. This is 
where I feel having a lack of rhythmic and melodic vocabulary can really slow 
down progress. Is transcription the fastest and easiest way to a small bag of 
tricks? 
 
The piano voicings are still hard. I understand the theory and the voicing rules. 
When I watch the video, however, my eyes quickly gloss over, and I struggle to 
make connections with the specific notes relative to the chords being discussed. 
The only way I’m going to get this is through muscle memory. 
 
Nathan 
I struggled with the melody for “All of Me,” especially the B section. I’m 
thinking about chordal function rather than just trying to hear it linearly. I felt 
much better about playing the chord voicings this week, but I’m still thinking of 
them as finger patterns rather than understanding at the moment which chord 
tones are under each finger. I’m hoping to analyze that a little more so I can make 
my own choices about chord voicings. As a bassist, this all seems a bit irrelevant 
to me. (Although I know it’s important to understand the chords, I’m not usually 
playing more than roots and fifths and walking scales.) I know we have the 
“build-a-bassline” page, but right now the lessons feel chord instrument- and 
horn-centric. “Autumn Leaves” is a great tune, and much easier for me to hear, so 
this should be easier. Excited to have a half-diminished chord voicing in my 
vocabulary too! I feel REALLY good about helping pianists this upcoming year! 
 
Per your question, the pacing is ok. I think. If I had to play these tunes/chords in 
concert at the end of the week, it would be too fast for me. I feel it getting easier, 
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but I’m not a pro on any of the material as of yet. I guess the answer is: “It 
depends on how much of this I should be grasping or am accountable for.” 
 
Nick 
Nick did not post anything to his journal for Week Three. (journal entries, June 
22, 2017) 
 
Workshop Week Three Summary. During the third week, we talked about 
bebop scales, jazz articulation, and the concept of a walking a bass line. While having an 
informal chat after the workshop, I answered questions about major and minor pentatonic 
scales. At our video chat we talked about altered dominant chords and upper structures. 
The frustration among the participants was palpable. However, after they had an 
opportunity to vent, we ended up making considerable musical progress. Spending time 
at the piano still seemed like an arduous task for all of them, but Nathan was genuinely 
excited to have a system that he could teach his students. Nathan also remarked that all 
through high school his music teachers never spent much time discussing theory, and it 
was not until his freshman year in college that he learned that there are twelve different 
major scales. Edward felt that he was starting to understand many of the concepts I had 
presented so far, but still did not know how to find the time to work on all the material. 
Also, he was burdened by the thought of not being everything to his students—a great 
orchestra teacher, symphonic band teacher, and jazz improvisation teacher. In contrast, 
Nick seemed to know that he would not be able to be everything to all of his students, but 
knew the right people to bring in to supplement his knowledge. 
Workshop Week Four: “Blue Bossa” 
This workshop, on Saturday, June 24, 2017, turned out to be a private lesson for 
Nick. It had been pre-arranged that Edward was going to attend a conducting class he had 
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enrolled in prior to becoming a participant in my study, then Nathan called to say that he 
had a family emergency and would not be there. 
This situation turned out to be fortuitous: It allowed me to have some one-on-one 
time with Nick. He had been rather quiet the previous three workshops, and it was hard to 
determine why. Was the material too easy for him? Too difficult? His online journal 
entries offered little insight, so I could not understand what he was experiencing. In 
addition, Nick rarely spoke during our weekly online video chats. 
I was about to ask Nick how “Autumn Leaves” was going when he told me he had 
taught at a music camp the previous week and had a group of young students interested in 
learning to play the blues. Up to this point I had not talked much about the blues. In a few 
weeks, though, the workshop song would be Sonny Rollins’s “Tenor Madness,” a 12-bar 
blues Rollins had first recorded with John Coltrane. In examining the melody of “Tenor 
Madness,” it becomes apparent that the best approach to improvising through the changes 
is not to use only one scale. However, many music teachers will suggest to their students 
that they utilize the blues scale—what I refer to as the minor blues scale—throughout the 
entire 12-measure form. 
As I explained to Nick, and then demonstrated on the piano, the minor blues scale 
is constructed by altering a major scale, resulting in the notes 1-♭3-4-♯4-5-♭7. The scale 
contains several tension notes that, ideally, should resolve. Unfortunately, though, 
students are often not taught how to hear the tension notes, and are thereby aurally 
unaware that they need to resolve them as they improvise. Oblivious to the underlying 
harmony, these students will play the same minor blues scale over all the chords in a 
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progression. 
This discussion, however, was scheduled for a future workshop. Now I brought 
the conversation back to “Autumn Leaves” and asked Nick if he was having any specific 
issues learning the song. After a protracted pause, and looking somewhat embarrassed, I 
encouraged him to get his horn out and we played the melody with a backing track. Nick 
had little difficulty playing the melody on his trumpet, but when we put our horns down 
and sat at the piano, it was apparent that he had not worked on the song in the prescribed 
manner. Being able to execute the chord voicings is important; equally as important is 
playing the melody on the piano while simultaneously playing the roots of the chords in 
the left hand. The goal of the exercise is to establish a connection between the melody 
and the harmony and use each component as an aid to learning the song. If you do that, 
you will quickly realize that the first note in the melody of “Autumn Leaves” starts on the 
fifth of the II-7 chord or the root of the key, if you prefer. 
“Autumn Leaves” is a classic example of Western European harmony. The basic 
chord changes alternate from | II-7 | V7 | I | in major to the relative minor | IIø7 | V7 | I-7|. 
Notably, each phrase of the melody in the first sixteen measures starts on the root of the 
chord and resolves to the third of the next chord. When I demonstrated this to Nick, his 
eyes lit up, and I felt that we had made some serious progress. 
Starting on a G note and ascending diatonically, the melodic line comes to its first 
resting point on an E♭, which is the third of the II-7 (C-7) chord. As that note is held 
across the bar line, it becomes the seventh of the F7 chord (E♭). Crossing the bar, the 
melody note does not change, but its harmonic function does. The next phrase begins on 
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beat two of the second measure, which is the root of the F7 chord. I showed Nick that as 
he played the melody with his right hand, his left hand was informing him of his next 
melody note. When I reiterated all of this, Nick smiled and nodded, informing me that he 
started making the connections I was hoping all the participants would make. 
Moving on to the chord voicings, it became apparent that Nick had not spent 
much time working them out. I remembered that once, in a previous workshop, he had 
joked that “I don’t need to learn the voicings myself, I just need to know what to tell my 
students.” I hadn’t responded to his remark, but I had felt disappointed. A goal of the 
workshops was not only to share with the participants my knowledge and best practices, 
but also for them to practice that information and develop the skills needed to confidently 
improvise themselves, so that they could model these techniques for their students. 
The remainder of the Week Four workshop was spent giving Nick a crash course 
in chord voicings. We started with “Take the ‘A’ Train,” then moved on to “All of Me,” 
and then finally to “Autumn Leaves.” By the end of the workshop, Nick’s demeanor had 
changed. He seemed to have a renewed excitement about what we were working on, 
which he later reiterated in the weekly online video chat. To answer my previous 
questions, the material that we were working on was not too easy for Nick, nor was it too 
difficult. Apparently, what Nick needed was a few hours of one-on-one time to reinforce 
the concepts being presented. 
As we ended the workshop, I handed Nick all the material for Kenny Dorham’s 
“Blue Bossa” and suggested that he download the piano voicing video posted in the 
shared Dropbox folder. This week, instead of a scale etude for “Blue Bossa,” I had 
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written out two choruses of an improvised chord tone solo (see Appendix J). I 
encouraged Nick to experiment with improvising his own chord tone solo, explaining that 
my written solo contained only the notes found in each chord, with the exception of the 
occasional chromatic passing tone connecting one chord to another. 
In addition to the material I handed out, I suggested that Nick do the following in 
preparation for the next workshop: Learn the melody for “Blue Bossa” from the 
recording posted in the shared Dropbox folder; play the melody on the piano with the 
right hand while, at the same time, playing the roots of the chords with the left hand; 
learn to arpeggiate the chords in root position and all inversions, ascending and 
descending; using a backing track, experiment improvising with just the chord tones; 
practice the chord tone solo that was handed out; learn the piano voicings for “Blue 
Bossa” and lastly, listen to several recordings of “Blue Bossa.” Since Edward and Nathan 
were not at the workshop, I emailed my suggestions to them later that day. 
Outside, as we relaxed with refreshments, Nick broached the subject of the 
upcoming five-day summer jazz residency that the participants would attend. All 
participants were required to audition and take the entrance theory test. We talked about 
which songs were on the audition list and what would be on the theory test. 
Bruce Mishkit (BM): Are there any tunes on the list that we’ve done already? 
 
Nick Christiansen (NC): I was just wondering that myself. Let me look that up. 
Okay, here we go. There are four levels of songs you can audition on. “Autumn 
Leaves” and “Blue Bossa” are in level two.  
 
BM: What key are they doing “Autumn Leaves” in? 
 
NC: It looks like E minor. “Giant Steps” is in level four. 
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BM: You might want to wait on “Giant Steps.” (laughs) 
 
NC: I have no real idea what to expect from the residency. 
 
BM: I think that all of you guys will have a great time. It’s such a great hang for 
faculty and students. I mean, the days are intensive. It starts at 8:00 a.m. with an 
optional jam session and classes start at 9:00 a.m. You have two combo rehearsals 
a day, a theory class, master class and a free choice class where different faculty 
teach whatever they want. There’s usually a beginning drum class for non-
drummers, or an odd-time jam, a Sibelius class, a music of Coltrane or Wayne 
Shorter class…Just about anything will pop up there. The bottom line is that it’s a 
wonderful vibe and all the faculty are there to teach, answer questions, and help 
students learn. (interview transcription, June 24, 2017) 
  
Workshop Week Four: Video Chat. We met for our weekly video chat on 
Wednesday, June 28, 2017. Because Edward and Nathan were not at the Saturday 
workshop, I expected that we would be discussing “Autumn Leaves” and well as the new 
song, “Blue Bossa.” 
Bruce Mishkit (BM): Hey, I hope you’re all doing good. Are there any issues 
with “Autumn Leaves” or “Blue Bossa”? 
 
Nick Christiansen (NC): Finding time to get them into all keys, but other than 
that… 
 
BM: Playing any of the songs in all twelve keys is not really a priority. If you can 
learn a song in concert pitch on the piano and then transpose it for your 
instrument, that would be great. I strive to play songs in three keys. I’ll learn it on 
the piano, and then I’ll transpose it for my alto and tenor. If I can do that for the 
majority of tunes I play, I’m a happy camper. Just playing it in two keys makes all 
the difference in the world, because now it’s not just muscle memory, you have to 
think harmonically. 
 
If you understand what’s happening harmonically with “Autumn Leaves,” it 
makes transposing it a lot easier. We basically have a II-V-I in major followed by 
a II-V-I in minor. In the bridge, the progression is reversed so the minor is first. 
That’s the bulk of the tune harmonically. Melodically, the song focuses on the 
thirds of the chords. At our next workshop, we can go through that quickly and 
then get onto “Blue Bossa.” In “Blue Bossa,” the tune starts with a I [one] minor 
chord followed by a IV minor chord, then a II-V back to the minor I [one] chord, 
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like “Autumn Leaves.” In the ninth measure, “Blue Bossa” moves to a new key a 
half-step higher than the I [one] minor chord. 
 
This week I hope to do a lot more improvising during the workshop, so please 
work on the material. I don’t want to spend a lot of time on the piano voicings. I 
recorded the piano voicing video, so check that out. What I suggested to Nick last 
Saturday was to take the chord sheet and actually write what the voicing is on the 
sheet. 
 
NC: I can say that having that short hand on the chord chart helps a lot. 
 
Edward Justin (EJ): I just have a hard time looking at the piano, visualizing it, 
and connecting those notes to notes on my instrument. 
 
BM: Years ago, I took piano lessons with Don Hass and he taught me left-hand 
“A” and “B” rootless voicings. These are voicings that piano players often use 
when they are soloing with their right hand. Don would always encourage me to 
take those voicings and play them on my horn. On a D-7 chord, the “A” rootless 
voicing would start on the third of the chord and contain the fifth, seventh, and 
ninth of the chord. It looks like an F∆7 chord built from the root F. When the 
chord changed to a G7, the seventh of the D-7 (the C note) moves down a half 
step to the B note and becomes the third of the G7 chord. That is the only note in 
the voicing that changes. The “B” rootless voicing contains all the same notes, but 
your left hand is starting on the note C instead of the note A. It’s like playing an 
F∆7 chord in third inversion and the C note moves down to the B note as in the 
“A” rootless voicing. 
 
I can show you guys that at the workshop. Maybe try reproducing that on your 
instruments. Play the voicing on the piano while pressing the sustain pedal and 
simultaneously play the notes on your horn. 
  
EJ: That makes sense. 
 
BM: I know there’s a certain level of frustration. That’s part of the learning curve. 
However, I encourage you guys to buy into the approach and work on the 
material. I know things will start falling into place. 
 
EJ: Slowly but surely. 
 
Nathan Adams (NA): Yeah, I think for me, in order to stay sane and to keep 
trying, I have to think that ultimately what I’m trying to do is not be a jazz 
musician myself, but try to pick up some things that I can pass along to my 
students that I care about. I mean, even on the bass, which is my instrument, just 
pulling myself away from having everything written out for me is so challenging 
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that if I can make it through all of the arpeggios in time from the root, I’m lucky. I 
high five myself because the idea of looking at a chord and knowing all the notes 
in that chord, and being able to play it without having to sit there for a second, is a 
huge deal for me. 
  
BM: Obviously, there’s a certain amount of time that needs to be invested, but all 
of this is a building process. Just get three chords together to where you’re feeling 
comfortable arpeggiating from the root, third, fifth, and seventh. Then that chord 
is in your pocket. If that chord was a D-7 chord, how many times are you going to 
see the same chord? We always have to crawl before we can walk. Your students 
are going to have to do the exact same thing, but it’s doable. All right, I look 
forward to seeing you this weekend. 
 
EJ: I know a lot of improvising jazz musicians are pretty good at piano, at least at 
playing changes, but I’m at a loss to make the connection between learning the 
piano voicings and becoming a better improviser.  
 
BM: Functional piano skills are important for every musician, regardless of what 
genre of music they play, but if you want to improve as an improviser, it’s just 
about mandatory. Learning to improvise is not just about learning theory and 
getting your chops together, it’s about learning to hear, learning to listen to the 
music, and understanding what it is you’re hearing. You want to hear the music 
on a deeper level. Spending time at the piano is a great way to accomplish that. 
(interview transcription, June 24, 2017) 
 
 
As we ended the video chat, I quoted a passage I read in which a young Miles 
Davis asked Dizzy Gillespie and Charlie Parker for their advice on what he needed to do 
to become a better player. Dizzy Gillespie told him, “Learn to play the piano, man, and 
then you can figure out crazy solos of your own.” (Berendt & Huesmann, 2009, p. 122). 
Workshop Week Four: Online Journal. Edward was the only participant to post 
to his online journal during week four. 
Edward 
Things are starting to click, but playing a solo up to tempo is still hard. As I said 
in the video conference, I can play the chord tones, but it doesn’t always sound 
like jazz, which brings me to another thought. As professional musicians who are 
supposed to be able to teach and demonstrate this stuff to their students, I would 
still feel very uncomfortable playing a solo in front of my jazz band. The 
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disconnect between what my ears know it should sound like and what my mouth 
and fingers can produce is vast. Also, I’m finding the jazz articulation to be very 
hard at fast tempos. I don’t understand how people play these blazing fast licks 
with the tongue placed like that. I practice it as fast as I can play it, but as I go 
faster, it starts to sound really choppy. (journal transcription, June 29, 2017) 
 
Edward’s journal entry continued with other specific questions. After reading 
what he posted, I sent him an email with my responses. Below is a copy of the email; 
Edward’s questions are in italics and my answer follows. 
Hi Edward,  
Even though I’ve answered some of the questions you raised in your online 
journal, I wanted to respond to each of your questions in a separate email. 
 
Q: On a D6 chord, how much should I focus on the 6th, and in the E7♯11 chord, 
is the sharp 11 a note to land on or pass through? 
A: I assume you are talking about the first four measures of “‘A’ Train” 
transposed to your key. A major 6th chord is often used because either the melody 
note is the root of the major chord or the 6th may be the melody note. The 6th is a 
consonant note on a major chord. There is not an issue emphasizing it. With a 
dominant ♯11 or ♭5 chord, how much emphasis is placed on the altered note would 
depend. On “‘A’ Train,” it’s the melody note, so there are no issues there. In 
another context, it would depend on what the rhythm section was doing and also 
what you are trying to convey in your solo. 
Q: I understand the concept of jazz articulation, but producing it on the 
instrument in a smooth manner can be tricky when I’m not dedicating a majority 
of my focus on it. As chords pass by and I start thinking about notes, the 
articulation starts to waiver. 
A: Articulation is mandatory in playing jazz. There is a very basic jazz 
articulation that I teach to all wind players, except slide bone players…bone 
players are another subject! For everyone else, tonguing on the upbeat and 
slurring to the downbeat is what needs to become automatic. Identifying 
articulation patterns is something that I learned from listening to other players and 
transcribing. In an attempt to emulate what I was hearing, I had to use my tongue. 
Every player who wants to play with a good jazz feel has to get that together. 
Guitar, bass, piano, and mallet players have to get that effect by slightly accenting 
the upbeats. Again, it is something best accomplished by listening and emulating. 
At a really fast tempo, I find that my tongue is doing less. It becomes more about 
accenting notes than articulating every other eighth note. 
 
Q: After playing the melody 50 times, I tend to want to embellish on longer notes 
or at the end of phrases. To what end is this cool and what notes are appropriate? 
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A: The most basic form of improvisation is embellishing the melody, so do it all 
you want. Emulating how other pros phrase a melody is a good place to start. As 
to what notes to play, look at the harmony. If the chord is a C∆7, then any chord 
tone is good or scale tone, but the fourth note of the scale needs to resolve. Also, 
the root on a major 7th chord is also to be played with caution. The root typically 
wants to resolve down to the 7th. 
 
Q: This week has been frustrating and a bit discouraging. I am finding that I need 
to practice a lot more than I’d like to get some of the concepts. For example, the 
piano voicings are hard for me. I’ve never been very good at piano and I don’t 
visualize it as well on the piano as I do on staff paper. 
A: I am sure at this point that getting to the C6 voicing, starting with your right 
pinky on the root of the chord, is getting easier because we have had the same 
voicing on “‘A’ Train” and “All of Me.” In that same way, all the voicings start to 
become easier to see, play and hear. You will see the same chords in countless 
other songs.
 
 Q: I also feel like there is a lot of material or “assignments” to cover in one 
week. I am aware that if this was a college class, or even a high school class, the 
workload given would be considered light. However, I’m finding that life easily 
gets in the way of practice. I know in my heart that if I want to get good at this, I 
should be spending at least two hours a day ‘shedding. Even on summer break, 
though, the time (and sometimes motivation) is just not there. 
A: I think consistency is more important than the length of time you practice. 
Whatever I am working on, I try to do a little bit every day. Yes, I do find that life 
has a way of getting in the way of my practicing, but we can only do what we can 
each day. I keep a practice log so I have a plan on what I am working on and how 
far I got each day. Writing stuff down helps to keep me organized and moving 
forward. When I need to be motivated, I listen to good sax players. I love Mike 
Brecker, Bob Berg, Chris Potter, Joe Henderson, and many others. There’s no 
shortage of great trumpet players to inspire you as well. 
 
Q: Talking about the function of chords in a song is helping me visualize the 
chord changes. That being said, I’m still searching for more direction on how this 
understanding transfers over to improvisation and creating lines or phrases 
through the chords. 
A: Think of the chords as a picture frame and your improvisation as the picture. 
When you are improvising, you are continually changing the picture, but what 
you play, just like a picture, has to fit into the frame. As improvising musicians, 
our “frame” is the harmonic progression of the song we are playing. Good jazz 
players do not need a bass player or a piano player comping changes to improvise. 
Part of a jazz player’s job is to spell out the changes so the listener can hear the 
harmonic progression. If you listen to Bach’s unaccompanied cello suite, you hear 
the melody, harmony, and rhythm in a single cello line. You don’t need anything 
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else! Everything evolves around tension and release, moving toward chord tones 
or away from them. Learning to solo using chord tones, and then learning 
chromatic approach notes to the next chord tones, will give you the skills to create 
more interesting and understandable lines. 
 
Q: This week I continue to focus a good amount of time on arpeggiating chords 
and it is helping my brain make connections between the changes. That being 
said, forming lyrical phrases that connect chords and sound musical is still hard. 
This is where I feel having a lack of rhythmic and melodic vocabulary can really 
slow down progress. Is transcription the fastest and easiest way to a small bag of 
tricks? 
A: Transcribing is one key to being a good improviser. Children learn to speak by 
imitating those around them. Learning jazz is no different. You pick up 
everything by listening and imitating—your concept of tone, rhythm, swing, 
articulation, and vocabulary. 
 
Q: Throughout this process, I have found myself feeling like I am not the musician 
I once thought myself to be. The lack of “hearing” and the slowness to grab 
information about things like extended chord tones has made me question my own 
competency. 
A: My goal for all the participants in this study is to increase their self-confidence 
when it comes to teaching jazz and improvisation. That said, teachers (and people 
in general) develop a sense of identity through their lived experiences. When they 
get out of their comfort zone, it can cause them to question everything they do. 
When I’m in that situation, which is often, I either attack the new challenge or 
move on to something else. I guess everyone makes those choices individually. 
When it comes to ears, I always felt that mine were my Achilles heel. I’ve made 
progress through the years, but I certainly do not hear everything I would like to 
hear. 
 
Edward, you are a fine musician and a great teacher. I have no doubt that you 
have the ears and technical expertise to get this information absorbed and be able 
to teach it to your students. Just give yourself the time to grow. (email, July 3, 
2017) 
Workshop Week Four Summary. Nick and I spent the majority of the workshop 
working on piano chord voicings. We started with “Take the ‘A’ Train” and went through 
each of the songs currently assigned. By the end of the workshop, Nick seemed to have a 
renewed excitement about the material we were working on. 
Because Edward and Nathan missed the workshop, I spent time during our 
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weekly video chat answering questions about “Autumn Leaves” as well as the newly-
assigned song, “Blue Bossa.” I dispensed with the scale etude for “Blue Bossa” and 
instead wrote out two choruses of a chord tone solo for the participants to practice. After 
becoming comfortable arpeggiating the chords of a song, I explained, improvising a 
chord tone solo is the next step to improvising over the changes. Nathan said that he still 
had difficulty looking at a chord and knowing all the notes in it without having to think 
about it. I repeated that, as improvising musicians, we see the same chords time and again 
in different songs, and that if they learn the chords well in one song, they will know them 
when they see them again in another song. 
From our workshop conversations and online video chats, it had become clear to 
me that the participants were having difficulty mastering the assigned piano voicings. As 
an inexperienced pianist myself, I could certainly empathize. I continued to encourage 
them to work on this essential aspect of jazz learning, repeating my suggestions for how 
they could best approach the material. 
Workshop Week Five: “Tenor Madness” 
Edward, Nathan, Nick, and I rescheduled our week five workshop for Friday, 
June 30, 2017. This made it possible for all participants to attend. We began the 
workshop session with a piano exercise—playing the melody with the right hand while 
simultaneously playing the roots of the chords with the left hand. It was apparent that 
everyone was still having difficulty with this essential exercise. In the ensuing discussion, 
three recurring themes emerged, which were shared by all the participants: Lack of 
adequate practice time; lack of motivation; and a general skepticism that learning to 
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improvise had anything to do with working out tunes on the piano. This last idea was 
something Edward had brought up during our previous video chat. Not wanting to appear 
to be lecturing about the importance of the piano work, I suggested that we continue our 
“Blue Bossa” workout before introducing “Tenor Madness.” 
As everyone took out their instruments and the written chord tone solo for “Blue 
Bossa” (see Appendix J), I explained that, similar to the scale etudes for the previous 
three songs, a chord tone solo allows a slowing down of the process of improvising. It is 
not an exercise on which to expend a lot of effort, but, when writing a chord tone solo, 
focusing on voice leading or passing tones can be beneficial in learning a song. 
We played together through the chord tone solo a few times, and then I had the 
participants listen to me play the solo with a “Blue Bossa” backing track, directing them 
to concentrate on my phrasing, articulation, dynamics, and other nuances. I wanted them 
to hear how the notes of the solo resonated with the underlying chords, especially how 
the third of the chord resolved to the seventh of the next chord, or vice versa, and how the 
diatonic and chromatic passing tones sounded in context. Then everyone took a turn 
improvising a chord tone solo with the backing track. 
Nick played first and sounded great. He stayed within the chord tones and played 
in time. His trumpet tone was soft and sweet, and I remembered that his main instrument 
was French horn, not the trumpet he was playing at the workshop. Edward’s trumpet tone 
was very different, more open, and vibrant. Since he had spent many years playing in 
marching bands, his conceptual approach made sense. His solo, however, contained 
several notes that were not part of the basic chord structure, and some notes were out of 
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the tonality. It was clear that he placed more emphasis on playing fast than focusing on 
the goal of the exercise. Nathan’s solo was well-constructed, and he stayed within the 
chord tones. His phrases were short but melodic and his time was very good. 
Edward had a question concerning the G7♯9♯5 chord in measure six of the chart I 
had handed out. The chart in iReal Pro (Technimo, 2013) spelled that chord as a G7♭9. I 
explained that, when it comes to standard jazz songs, there is rarely agreement on the 
“correct” chord changes. Jazz chord charts are transcriptions of recorded performances; 
and when someone writes out a chart, they are transcribing what they hear the chordal 
instrument playing on a specific recording. Listening to several recorded versions of 
“Blue Bossa,” or even several choruses of the same recording, one is bound to hear 
different variations of that chord. Additionally, given the in-the-moment nature of gigs 
and jam sessions, there are no assurances that a chordal instrumentalist would play the 
chord progression of “Blue Bossa” as they had originally learned it. Ultimately, for the 
soloist, it comes down to listening to and hearing what the rhythm section is playing at 
the time. For the beginning jazz student, this is often a confusing aspect of learning 
repertoire.  
Pointing out that in jazz there are many ways to approach learning to improvise 
on a song, I suggested that a good way might be for everyone to write out his own chord 
tone solo and experiment with different note combinations and rhythms. Often, in 
discussions about developing a musical vocabulary, students have a tendency to place a 
great deal of emphasis on the notes in a phrase or a lick. They just want to know the right 
notes to play. But note choice is only one element of improvisation. There are stylistic 
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considerations as well, which include articulation and, especially, rhythm. This becomes 
obvious when listening to novice improvisers: More often than not it is their lack of 
rhythmic variety and time-feel that is most noticeable. 
Speaking of licks, Nathan asked if we had seen the YouTube video, “The Lick” 
(Heitlinger, 2011), and apparently, everyone had. “The Lick” video is a collection of 
musical improvisations and compositions that use the same lick or motif. Figure 7 shows 
a version of  “The Lick.” I start it on an A, and is written using eighth and quarter notes. 
 
Figure 7. Notation of “The Lick.” Adapted from 
http://www.youtube.com/watch?v=krDxhnaKD7Q, A. Heitlinger, 2011. 
Utilizing an A Dorian mode, we have the following degrees of the mode: 1-2-3-4-
2-7-1. Harmonically, the lick sounds great over an A-7 chord. However, there could be 
several other harmonic situations where the same lick would also work. This was the 
point I wanted to make to the participants: As we move past playing just chord tones, and 
start learning phrases or licks to use while improvising, not only do we need to know the 
notes and rhythm of the lick, but we need to understand its harmonic characteristics. If 
we do not know what the underlying harmonic possibilities are for a given melodic 
phrase, chances are it will never be incorporated into our musical vocabulary. It is no 
different than learning how to pronounce and spell a new word: If we do not also learn 
the definition of the word, and thus its contextual usage, it will never become part of our 
spoken vocabulary. 
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In addition to working on “Blue Bossa,” my lesson plan for this week’s workshop 
included an introduction to the concept of guide tones. As I explained to the participants, 
in their most basic form, guide tones are the thirds and sevenths of a chord. In Figure 8, I 
have written a II-V-I progression in the key of C major and notated the thirds and 
sevenths of each chord. 
 
Figure 8. Guide tones for a II-V-I progression, by B. Mishkit, 2018. 
The guide tones, along with the roots of the chords, form a basic melodic 
framework that, once learned, can help improvisers create melodies that reinforce the 
harmonic progression. I had everyone take out their II-V-I sheet (see Appendix P), which 
had all the major II-V-I’s ascending around the cycle of fourths, and we played the thirds 
and sevenths through all the chords with a backing track. I suggested that everyone put a 
little time into working on this exercise over the coming week. Nathan seemed concerned 
with the additional material:  
As a middle school director, what I find very challenging is balancing how much 
structural and theoretical stuff I give my students. If I overdo it, even though I 
know it’s important for them, I take the risk of losing them. Not just losing their 
attention during class, but actually having them drop the class. Unlike an English 
or math class, where the kids have to stay there until they learn the material, if the 
music is not interesting or fun they have other options, and will just take another 
class. (workshop transcription, June 30, 2017) 
 
Then Edward said, “I feel that getting to a place you’re talking about and learning all of 
this is a full-time job.” 
These were some the of issues we had tabled earlier in the workshop. In response 
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to Edward, I reiterated the point I had made before, that the most important thing in 
developing skills was consistency in practice and not necessarily the length of time you 
practice. If they and their students were motivated to play the material and did so 
regularly, they would see progress in their playing. Nathan brought up a valid point about 
teaching theory. I know that left on their own, many of my middle school students would 
view their instrumental class as one step above a free-period. However, after eight years 
of teaching improvisation and theory to middle and high school instrumental students, 
they have experienced the benefits of knowing the theory behind the music they are 
playing. In the school where I work, attrition is part of teaching a Fine Art elective as 
students do have choices. However, in my experience, I have not lost students because I 
teach theory. As teachers, maybe we underestimate what our students will accept. 
At that point, Nathan put his instrument down, stood up and said:  
 
There’s another layer that I’m encountering, which is the concept of flow and 
desire. The point is, this might be easier for you [addressing me] because this 
really appeals to you and that’s the reason you became a jazz musician. All of this 
appeals to me on a certain level, and that is, I need to learn this so I can teach it. 
Whereas wanting to be a jazz bass player was something that I never aspired to 
do. If I were going to be a professional working musician, I would want to play in 
a Baroque ensemble, that’s my wheelhouse. Or even contrast that with a 21st-
century avant-garde type of thing. When I listen to a jazz band, I tend to walk 
away after a little bit, because I don’t sit there and listen to jazz for hours on end. 
And I think a majority of the kids that we teach may feel the same. This is what 
creates obstacles in my mind when I’m working on this material. I’m sitting and 
getting to a point where I’m learning something, but it’s hard to spend the time 
and be disciplined because this isn’t a goal I’ve ever had before. 
 
Edward added:  
I guess for me, the question is how do you find that motivation so you can go 
deeper? I want to be a good improvising musician, just like I want to be a great 
orchestra director. We talked about this before, but how do I self-create 
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motivation for one of the disciplines I’m trying to improve in? Right now, I’m 
kind of waiting for one of them to hit me over the head and say ‘focus on me. 
(workshop transcription, June 30, 2017) 
 
I smiled, remarking that if I had the key to motivating all of them, as well as my 
students, I would package it and make a fortune. I went on to say that, in my experience, 
motivation comes from desire, and I hoped that their desire to be better teachers would 
give them all the motivation they needed to develop the skills we were working on in 
these workshops. The more comfortable and confident they feel improvising, both by 
themselves, as well as in front of their students, the more effective they will be in helping 
their students learn how to play jazz and music in general. As I talked about in an earlier 
discussion, in my experience, improvising musicians approach music at a deeper level 
than simply playing the written notes. 
These were recurring issues for the participants, at times intensifying, at other 
times receding as they worked on the music at hand. All three of them, to varying 
degrees, had feelings and experiences that caused them to question their competency and 
musicianship. It was clear to me that my task was to disseminate my knowledge of the 
subject material, but also, I felt I needed to help them address their personal internal 
challenges as well. 
We agreed to break for two weeks this time, scheduling the next workshop for 
Friday, July 14, 2017. It seemed obvious that everyone could use the extra time to 
practice and reflect. I handed out the material for the next song, Sonny Rollins’s “Tenor 
Madness.” I asked the participants to learn the melody from the recording posted in the 
shared Dropbox folder; play the melody on the piano with the right hand while 
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simultaneously playing the roots of the chords with the left hand; learn to arpeggiate the 
chords, in root position and inversions, ascending and descending; experiment with 
improvising a solo using only chord tones; practice the concert B♭ major and minor blues 
scales (see Appendix K); write two four-measure major blues licks and two four-measure 
minor blues licks; learn the piano voicings for “Tenor Madness” and find a few 
recordings of the song to share. 
Our post-workshop refreshment time was abbreviated this week—everyone had 
rehearsals or appointments to get to—but as Nick was packing up snacks for the road he 
mentioned that he had just seen the Santa Clara Vanguard marching band perform. There 
followed a brief but excited conversation between Nick and Edward, in which it was 
revealed that they both directed as well as performed in several different marching bands. 
Their enthusiasm about this musical genre was a pleasant surprise. 
Workshop Week Five: Video Chat. We met for our weekly online video chat on 
Thursday, July 13, 2017. Because we were meeting for our sixth workshop the next day, I 
went over just a few things: 
Bruce Mishkit (BM): Hi guys, I know we’re meeting tomorrow at 9 o’clock, but 
is there anything pressing, anything you’re confused about? 
 
Nick Christiansen (NC): Nope, I’ve played through the tune, but haven’t done 
piano on it yet. Maybe we could spend a little time on that tomorrow. What’s the 
plan for tomorrow? 
 
BM: Tomorrow is “Tenor Madness,” but I also want to recap some things from 
the other tunes. The main point I want to stress is that we’re learning these tunes 
because each one has something to teach us. That’s the value of learning these 
jazz standards. I want to make sure you haven’t forgotten what’s unique about the 
tunes we’ve learned. If we never go back to the previous songs, they’ll simply 
fade from your memory. 
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Check out the II-V lick in “Tenor Madness” that starts on the pickup to the ninth 
measure. That’s a jazz cliché you hear all the time. You’ll find numerous 
variations of it, but the identifying quality of that phrase is the chromatic 
descending line. It comes from a harmonic device called Contrapuntal Elaboration 
of Static Harmony or CESH [Coker, 1989, p. 154]. If you arpeggiate a C minor 
triad and then lower the root to a B, then a Bb, and finally an A, the result will 
sound very familiar. Jazz tunes like “My Funny Valentine” and “What Are You 
Doing the Rest of Your Life” use that technique. The theme from James Bond 
uses CESH—although, in that song, the fifth ascends chromatically rather than 
the root descending chromatically. We’ll go through that and any other voicing 
issues you’re having. 
 
Edward Justin (EJ): I know we’re on blues this week, but I’d like to get to 
melodic minor stuff, too. We haven’t really hit that yet. 
 
BM: Okay, I did highlight that on the scale etude for “Autumn Leaves,” but we 
never went over that. Yes, I can address that as well. 
 
EJ: Sounds good. 
 
BM: Nick, any other pressing things for you? 
 
NC: Nope, I just wanna practice. 
 
BM: Good! That’s what I like to hear! Nathan, are you good? 
 
Nathan Adams (NA): Yeah, I’m with Justin. I can use some help with the 
melodic minor scale over “Blue Bossa.” 
 
BM: No problem, we’ll get to that tomorrow. (interview, July 13, 2017) 
 
Workshop Week Five: Online Journal. In their week five journal, I was 
encouraged by Edward’s breakthrough and empathized with Nathan’s frustration. I was 
also concerned with Nick’s comments, mainly because he rarely asked questions or 
expressed concerns during the workshops.  
 
Edward 
The first mini breakthrough this week, the importance of the tritone. It just 
occurred to me that the distance between thirds and sevenths in the dominant 
chord is the tritone. Theoretically, this seems to help me think through it. Each 
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workshop and the relative practice that goes with it fills in small holes that have 
developed in my understanding of jazz theory and improvisation. 
 
Practicing helps! If nothing else, participating in this professional development 
activity has motivated me to practice more. I often think that music teachers stop 
practicing their instrument because there is nothing to practice for. Unless you’re 
regularly gigging, practicing quickly takes a back seat to lesson planning, 
selecting repertoire, and paperwork. Doing something like this workshop gives 
me a reason to pick up my ax every day. 
 
Nathan 
Life, Priorities, and Motivation: As an adult student, I see that life really does 
make it tough to learn new things. Dealing with housework for two, and errands 
for two (my wife is recovering from hip surgery) has forced priorities on me that 
really impact my learning. On some level, I empathize more with my students. 
They don’t have as many actual responsibilities, but certainly, many of them are 
way over-programmed, and every teacher and activity competes for their time. 
Those few who also have priorities thrust upon them—you MUST get an A in 
math and test into the next level because you ARE going to Stanford, you MUST 
beat your last time in swimming because you ARE going to the Junior 
Olympics—have very little energy left to learn something they don’t love or pick 
up quickly. 
 
I haven’t been a new learner for a while, and it’s tough to push myself to make 
time. Being aware of this information and having the chord voicings, 
understanding how the melodies work and how to solo with chord tones, is 
enough for me. I’m glad to at least have some more information to guide a student 
who might want to walk this path. This process is very eye-opening for me. I 
wonder how much a teacher’s desires and motivations in any subject affect their 
students’ motivation. If I don’t prefer playing jazz music, can I teach them to? 
The pressure to be the main musical influence and source of all motivation for 
every band, orchestra, choir, and jazz student I teach is staggering. 
 
Nick 
I’m having trouble keeping up. Some of the discussions go over my head very 
quickly. It would have been very useful if I had a course in college that covered 
this material. This approach seems very different from the theory I learned in 
school. (journal entry, July 11, 2017) 
Workshop Week Five Summary. Throughout the first four workshops my role 
had been primarily that of a lecturer, giving out information and answering the 
participants’ questions, with moments of interaction here and there between the 
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participants. In Week Five, however, interaction among the participants increased 
dramatically. Many of the same themes arose once more this week—lack of time, 
motivation, and piano skills—but the participants began to share their discoveries and 
frustrations with each other. 
In Week Five, we spent a lot more time improvising. We played “Blue Bossa” 
and talked about chordal variations musicians will use when playing a song, and how 
those chords might change from chorus to chorus. I introduced the concept of guide tones 
and how to use them to navigate a chord progression, and Nathan brought up “The Lick” 
(Heitlinger, 2011) that was featured in a YouTube video. And, as we had discussed in just 
about every workshop, Edward raised the issue of the connection between learning how 
to voice chords on the piano and being able to improvise. He was still having problems 
connecting the two.  
Journals provided additional information regarding the participants’ thinking. In 
Edward’s online journal he mentioned that he had had a mini-breakthrough, finally 
understanding the importance of the tritone in a dominant seventh chord. He also said 
that his workshop participation had inspired him to practice more. Nathan had two very 
thought-provoking entries in his journal. He said, “I wonder how much a teacher’s 
desires and motivations in any subject affect their students’ motivation;” and “the 
pressure to be the main musical influence and source of all motivation for every band, 
orchestra, choir, and jazz student I teach is staggering.” 
Workshop Week Six: “So What” 
The sixth workshop of the study was held on Friday, July 14, 2017. Since we had 
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taken a week off after the June 30th workshop, I was anxious to see everyone and hear 
about the progress they were making. There was the usual light conversation during set 
up, and then we launched into the discussion of last week’s tune, “Tenor Madness,” 
specifically, how to execute its piano voicings. 
In the piano voicing video for this tune, I recommended that the participants start 
the B♭7 voicing in measure one with their right-hand pinky on the fifth of the chord (F). I 
reminded everyone that Frank Mantooth’s generic piano voicings are five-note voicings: 
three notes are played with the right hand, while the left hand plays two notes. To voice a 
dominant seventh chord, play the root or fifth of the chord with the right-hand pinky and 
descend in perfect fourths with the left hand playing the third and seventh of the chord. 
This was also a good opportunity to remind the participants that there is not just one 
correct voicing of a chord. In other genres, if you are trying to emulate a recording of a 
song, you might feel it necessary to play the exact voicing. However, when playing jazz 
standards, there is a great deal of freedom with which to approach a song. As one 
continues to learn and grows more comfortable with these voicings, other ways of 
approaching chords that might better reflect one’s own preferences and sensibilities will 
become apparent. 
 Before we got too far into the blues and “Tenor Madness,” I revisited all the 
songs we had learned so far, reviewing what principles of jazz improvisation each had to 
demonstrate. After all, a main reason for learning jazz standards is to observe jazz 
melody, harmony, and form; and, with that knowledge, develop a stronger 
improvisational approach to playing the songs. In addition, each of the songs we had 
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learned so far had something specific to teach. 
 “If we look at ‘Take the “A” Train,’ melodically, harmonically, and structurally, 
what are some of the musical components the song is teaching us?” I asked. Edward said, 
“II-V-I’s.” Nick said that the chord voicings in “‘A’ Train” would transfer to other tunes. 
I agreed with both of them, and added that we also have the introduction of a secondary 
dominant. I gave the example that, in the key of C, the primary dominant is G7, and any 
other dominant is considered to be a secondary dominant. In “Take the ‘A’ Train,” we 
have the I (one) chord going to the V/V (or the II7), then to the II-7, V7, and back to the I 
(one) chord. We also have a temporary modulation to the key of the IV chord (F major), 
which is a standard modulation in many genres of music. Melodically, “‘A’ Train” is 
very chord centric, and we have a II-V-I pattern that introduces us to chromatic passing 
tones. I suggested that taking the time to work out the II-V “lick,” in “‘A’ Train” in 
different keys would result in the addition of an important melody to their jazz 
vocabulary. Summarizing, I emphasized that what “‘A’ Train” teaches us are the V/V 
secondary dominant; the ♯11 or ♭5 alterations on the secondary dominant; the AABA 
song structure; modulation to the key of the IV; a melody that is very chordal; and a very 
hip II-V lick. 
The next tune was “All of Me” and a discussion about the additional secondary 
dominants it introduced: the V/VI and the V/II. Edward pointed out that “‘All of Me” has 
the same II-V-I as “‘A’ Train.” 
“Yes, it does,” I said, and added,  
As you learn more songs, you’ll start seeing a lot of the same chord 
progressions. Also, when your repertoire increases, you’ll start organizing them 
  
150 
by type of song—standard, bebop, contemporary, modal, blues—as well as by 
harmonic structure. For example, two songs might have different A sections but 
the B sections are the same, or two songs could have the same chord progression 
but different melodies. This kind of similarity occurs when a musician writes a 
song based on rhythm changes—the chord progression in George Gershwin’s ‘I 
Got Rhythm’—or a blues song. The resultant compositions are called contrafacts. 
 
I also talked about harmonic clichés, like a I-VI-II-V progression, or a I-♭III-♭VI-  
♭II turnaround. Both of these can be used before a return to the beginning of a song, or as 
a transition to the next section of a song. Similar turnarounds are common in many tunes 
and are often known by the name of the song that made them popular. For instance, the I-
♭III-♭VI-♭II progression mentioned above is called a “Lady Bird” turnaround, after the 
popular jazz standard, “Lady Bird,” written by Tadd Dameron. 
 After playing the progression on the piano, everyone agreed that they had heard it 
many times. This demonstration served to emphasize that, as musicians and teachers, 
there were probably only a very few musical elements that we have never heard before. 
For the most part, it was simply a matter of putting a name to what we heard. I pointed 
out that the process of learning to identify musical elements is much the same as that 
which young children go through when learning to name and differentiate colors. With 
enough repetition, the participants will be able to identify just about everything they hear. 
The discussion moved on to “Autumn Leaves” and its unique elements: the II-V-I 
progression to major and the II-V-I progression to the relative minor. I demonstrated how 
the sustained melody notes in the A section were the thirds of each chord. 
Edward asked why the chart for “Autumn Leaves” in his fake book was written in 
a different key. I reminded him again that there are a handful of jazz standards that are 
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typically played in multiple keys, “Autumn Leaves” being one of them. When “Autumn 
Leaves” is called on a gig or a jam session, it is necessary to announce its key, commonly 
E minor, or G minor, unless a vocalist is calling the song, in which case any key is 
possible. 
Edward had a question about the D7alt chord in measure six of “Autumn Leaves,” 
and about using the melodic minor scale when improvising on the chord. We had talked 
about voicing altered chords on the piano using upper structures, but we had not talked 
much about melodic minor harmony and the modes that are generated by the ascending 
form of the melodic minor scale. 
I directed everyone’s attention to the reprint of melodic minor modes from my 
book (Mishkit, 2005) (see Appendix R). This was an opportunity to mention again that, 
in the beginning stages of learning to improvise, too much emphasis is normally placed 
on what scale should be played on a particular chord. Instead, the focus should be on the 
chord tones themselves, teaching students to place chord tones on the strong beats of the 
measure, and on learning to hear the resolutions moving from chord to chord. There are 
certainly many benefits from learning all the scales and modes, but the primary reason for 
working on them is to learn one’s instrument and to develop technical proficiency. 
Recognizing that I was about to repeat myself again, I nevertheless continued:  
If a student thinks that simply playing a Dorian mode on a D-7 chord or playing a 
Mixolydian mode on a G7 chord is sufficient, they’ll be disappointed. Without 
developing the ears to hear how the notes in those modes resolve—a main 
component of jazz improvisation—it’ll not be possible to discern the chords being 
played. An experienced improviser doesn’t need any accompaniment for the 
listener to identify the song they’re playing, because they’re outlining the changes 
and resolving chord tones. 
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Returning to Edward’s question about melodic minor scales, I explained that the 
same melodic minor scales can be used when improvising over several different chord 
qualities. Depending on the chord being played, jazz theory books will have a different 
name for the scale. One approach for simplifying the abundance of information with 
melodic minor scales is to group all the chords that use the same melodic minor scale and 
determine what note of the chord the scale starts on. 
Too often, a student can get overwhelmed by the multiple names for the same 
scale. For example, if I am improvising on a B7♯9♯5 chord, I would play a melodic minor 
scale starting on the ♭9, or a half-step above the root. However, there are at least three 
different names for that same scale: Super Locrian, Altered Scale, or a Diminished 
Whole-Tone scale. In Figure 9, I use a C melodic minor scale on three different chord 
qualities, and show some of the common names used to describe the same scale. 
 
Figure 9. Various names used for a C melodic minor scale. Adapted from Master Lessons 
for the Creative Musician, by B. Mishkit, 2005, p. 83. 
Edward commented:  
It seems like today we’re getting practice in “the more you know the less you 
know.” I’m starting to understand the harmonic minor scale and how many 
different chords you can use the same scale on, but it just opens up a whole new 
world of possibilities. I see that it may be easier to use your approach, but now 
there are way more chords that I have to start understanding and relate in my 
mind to something that’s actually not on the paper. By that I mean, when I see a 
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B7♯9♯5, I have to think of the melodic minor scale starting on the ♭9 or a half-step 
above the root. I know it’s just adapting to another way of thinking of it, but it 
leads to a lot more things to practice. (workshop transcription, July 14, 2017) 
 
All three participants agreed that learning or teaching the names of all the melodic 
minor modes was confusing and seemed to distract from the music itself. I agreed and 
said:  
It’s all about the music, but if you’re listening to Charlie Parker and trying to 
figure out what he’s playing, you’ll come up with certain devices he used that had 
no name at the time. Charlie Parker didn’t know he was playing bebop scales 
because the term hadn’t been defined until years later. I think you can go back in 
history and find many examples of musical occurrences that were later identified, 
codified, and labeled by musicologists. 
 
I told Edward that I empathized with him and remembered feeling the same 
frustration. Referring to the artists in my book, I said that the unifying element for all of 
them was that they each took the same volume of information and figured out a way to 
organize it that made sense to them. This is true for every musician. In my case, 
understanding how to use the melodic minor scale was made easier by thinking 
of playing one scale and coming up with a system to adapt that scale to different chord 
qualities, rather than learning eight different scales. I told all of the participants that 
feeling overwhelmed was okay and that the feelings would be temporary. As soon as they 
began working on the concept, the knowledge would become second nature.  
Everyone agreed that they understood what I presented, but I got the sense overall 
that this was way too much theoretical information for them to give to their students. 
Edward seemed troubled not only by the amount of theory being offered, but also by 
other aspects of the workshops. Edward and I discussed: 
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Edward: I don’t see how practical this is or how it relates to introducing high 
school kids or middle school kids to improvisation. For us, it’s like we’re getting 
it and we’re moving along, but do you think it’s practical to start with “‘A’ 
Train,” as we did, with a group of freshmen, sophomores, or juniors who are 
barely playing their major scales? 
 
Bruce: Well, having a certain level of proficiency on your instrument and playing 
major scales is certainly important. But to answer your question, I think it 
depends on the students you’re teaching. Assessing where your students are at and 
tailoring how you teach them is what good teachers do. 
 
Edward: I guess what I’m saying is that starting with a song like “‘A’ Train,” 
that has a lot of chord changes, instead of a simpler tune that has one or two 
chords, or a blues, might be better. 
 
Bruce: There are many one- and two-chord modal tunes where you can simply 
give a student a scale and set them loose. However, the purpose of approaching 
improvisation in this manner is to emphasize chord structures rather than scales. I 
know we’ve spent a lot of time today talking about various scales, but there is 
nothing inherently musical about playing scales. It’s about chord tone resolutions, 
tension, and release. When you’re playing a II-V-I progression, you’re getting to 
hear resolutions. There’s a melody that is created when thirds resolve to sevenths 
and sevenths resolves to the third, that you’re not getting when a student plays a 
Dorian mode over a D-7 chord. Now, if you’re approaching your students with a 
modal tune, then I’d give them a few melodic patterns to play so they’re not 
simply running up and down a mode. There are a host of melodic patterns that 
you can have your students work on. The lick that we spoke about during the last 
workshop would be a place to start. They can play it starting on the root or the 
fifth of a minor seventh chord. Or another lick, commonly referred to as the “Cry 
Me a River” lick, is another good one to teach. It’s the opening melody from the 
song. (workshop transcription, July 14, 2017) 
 
I demonstrated the “Cry Me a River” lick and everyone picked out the notes I was 
playing. “Great,” I said. “Now that you know the lick, where do you play it?” There was 
no response. 
After writing a descending minor triad on the white board, I pointed out that the 
“Cry Me a River” lick was simply a descending minor triad adding the 9th of the chord to 
the beginning of the lick and again an octave lower, before resolving to the root. Figure 
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10 shows the descending triad in measure one and the complete lick in measure two. 
 
Figure 10. Notation of the “Cry Me a River” lick. Adapted from A. Hamilton. (1953). 
Cry Me a River [Sheet music]. New York: Chappell Publishing. 
I pointed out that you can play the same lick on several different chord types 
simply by starting on a different note of the chord. You can play the lick starting on the 
ninth of a minor chord, the sixth of a dominant chord, the ♯9 of a dominant chord, the 
seventh of a major chord or even the ♯11 of a major chord. Again, the idea of having to 
think of what note to start a scale on— “I’m playing an F7♯11, so I need to play the 
melodic minor scale off of the fifth”—applies to melodies (licks) as well. If you have a 
lick under your fingers, but you have no idea how it applies to the underlying harmony, 
then it will never become part of your musical vocabulary. It is, in essence, the word you 
know how to pronounce and spell, but do not know the meaning of. If you know that this 
lick starts on the ninth of a minor seventh chord, now you know the meaning of it and it 
can be added to your vocabulary. Continuing, I said, “If your students are playing a 
modal tune, I think they will enjoy improvising more if you gave them a melodic pattern 
to play and the understanding of where they can play it, instead of just running up and 
down a scale or a mode.” 
With only 30 minutes left in the workshop, I moved the discussion back to the 
blues. We played the melody of “Tenor Madness” several times and I pointed out that a 
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majority of the melody utilized the major blues scale (see Appendix K). We also spent 
some time arpeggiating the chords and analyzing the melody on the II-V chord 
progression in measures nine and 10; this was something we had discussed during the 
video chat the night before. We transposed the II-V lick into several keys, and I 
suggested that they practice it in all 12 keys. 
Before we ended for the day, I handed out the material for “So What,” by Miles 
Davis, and asked everyone to learn the melody from my recording posted in the shared 
Dropbox folder; arpeggiate the chords, in root position and inversions, ascending and 
descending; experiment improvising using minor and major pentatonic scales from the 
root and the fifth of the chord, as well as the minor and major blues scales; learn the 
piano voicings for “So What” and listen to several recorded versions of the song. 
After the workshop, we spent a few minutes relaxing outside, chatting about our 
students and teaching techniques that did and did not work. I asked Nick if he found it 
difficult to get his students to improvise, and how other students reacted to their 
classmate improvising. 
Nick Christiansen (NC): I find my problem is that all of my boys would have no 
problem volunteering to improvise, but none of the girls would. 
 
Nathan Adams (NA): Yep. That’s another issue. 
 
BM: Half the gig is figuring out how to reach the students. 
 
NC: You know, if they feel on solid ground and they feel comfortable in what 
they’re doing, that’s a big part of it. Sometimes I do a lot of one-note 
improvisations. I’ll ask them to improvise on a note and just do rhythmic 
improvisation, and that at least gets them started. 
 
BM: Yes, the rhythmic part is something they don’t get if you just hand them a 
blues scale. Vocabulary is both melodic and rhythmic. 
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NA: It’s amazing though. So much of success boils down to whether or not the 
kids are getting extra private help by the time they get to upper middle school or 
high school. The need for private lessons is hard to explain to parents because 
they’re like, “Well, wait, why does my kid need private lessons if they’re taking 
your band every day?” It’s like, “Well, because band is not private lessons and 
I’m not a trumpet teacher.” 
 
NC: At my school, if I have an ensemble that people want to be in, I can require 
the kids in that ensemble to take private lessons. I have a private teacher come in 
for every instrument. 
 
BM: That’s fantastic. I also have private teachers come to school, but sometimes 
it’s difficult if the teacher has to travel a bit and I have only one student for them. 
(interview, July 14, 2017) 
 
Workshop Week Six: Video Chat. We met for our weekly video chat on 
Wednesday, July 19, 2017. I was looking forward to hearing how the participants were 
progressing with “So What,” and what new things the song was teaching them. 
Bruce Mishkit (BM): How are things going with “So What?” Any revelations? 
 
Edward Justin (EJ): It’s an easy tune. I’ve been transcribing some of the Miles 
stuff. You know, he doesn’t do a whole lot with that solo. It’s pretty 
straightforward. 
 
BM: Well, the musicians you have to listen to are Cannonball and Coltrane. “So 
What” is a modal tune and is in a different category than the other songs we’ve 
played. With modal tunes, we’re not talking about functional harmony, with thirds 
and sevenths resolving. On the face of it, “So What” might seem a lot easier than 
the other songs we’ve learned because you’ve got sixteen measures of D minor 
and then it moves up to E♭ minor, but it’s totally on the improviser to come up 
with melodic content. The composer isn’t helping you that much. When you’re 
playing through changes, there’s an inherent melody implied by the chord 
progression that improvisers use for their melodic ideas. 
 
In a way, you have to know more about harmony and scales to play an interesting 
solo over a modal tune. When you listen to Coltrane and Cannonball play, they’re 
not simply playing a Dorian mode for the duration of their solos. Sometimes, 
they’ll imply other chords or play other scales. 
 
EJ: What are the changes that they’re playing? 
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BM: When I’m playing over static harmony, like a D-7 chord, I’ll often think of 
that as part of a II-V, D-7 to G7. When I get to G7, that opens up other possible 
substitutions. Also, there are different forms of a minor scale that you can explore, 
as well as the pentatonic scale, patterns in fourths, and devices like side-slipping. 
I’ll go over some of that at the next workshop, but the bottom line is that playing 
an interesting and compelling solo on minor modal tunes with just a Dorian mode 
is not as easy as it looks on the surface. 
 
Nathan Adams (NA): I can see what Edward is saying. It’s an easy tune because 
there are only two crayons that you’re working with, right? So, it’s like you have 
this chord and then you have that chord, and so functionally it’s an easy tune. 
 
BM: Yes, but the problem still remains—you only have two crayons! 
 
NA: I guess so…What are you going to do with two crayons? 
BM: I guess my point is that teaching functional harmony is important and I 
would rather start with a major scale, showing students the chords that are 
generated from that scale, and get them used to hearing this stuff. Also, you can’t 
get any of this stuff together unless you also teach students how to listen to the 
music. 
 
NA: Right. 
 
BM: I don’t want teachers to shy away from teaching theory, because I’ve found 
that students don’t have a problem understanding harmony when it’s explained to 
them and they can hear it. 
 
EJ: I know I’ve mentioned this before, but over the past few weeks I’ve had a 
breakthrough. I don’t know why it didn’t occur to me before, but the importance 
of the tritone in a dominant chord. You know, I’ve known about II-V-I’s for 
maybe 20 years, and the importance of the tritone in that progression just never 
made sense to me until, like, three weeks ago. 
 
BM: Yes, it’s all about breakthroughs. There are so many different ways of 
looking at and understanding the same thing. And often really simple things 
escape us until we hear or see it from a different perspective. 
 
EJ: So, I have a question. I went to school today to hang out with some students 
and clean the band room, and one of them showed me a meme of the lead trumpet 
player in the jazz band that said, “Tritone sub is just the V7alt chord without 
bones.” I’ve heard of a tritone sub, but I don’t really understand the whole thing. 
 
BM: A “V7alt chord without bones,” well, that’s an interesting way of putting it. I 
can certainly explain tritone subs at the next workshop, but the important thing is 
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to hear it. The basic rule is that you can substitute a dominant chord for another 
dominant chord whose root is a tritone away. In the key of C, the dominant is a 
G7, and a tritone away from G7 is a D♭7. So, a II-V-I in C using a tritone sub is     
| D-7 | D♭7 | C∆7| instead of | D-7 | G7 | C∆7 |. The reason that works is that the 
third and seventh of the G7 chord is B and F, and the third and seventh of the D♭7 
is F and C♭ (B). The tritone or the third and seventh in each chord is the same. 
 
I hadn’t planned on getting into tritone stuff, but all these questions are good ones. 
If your students are bringing this stuff up then you need to know the theory. You 
can’t shy away from teaching theory and tunes that have chord changes, because 
your students need to understand that to become literate musicians. 
 
EJ: I think that’s why a lot of us teach blues over and over as the beginning of 
improvisation and kind of get stuck in a rut. 
 
BM: There’s nothing wrong with teaching the blues. However, if you’re just 
teaching them the minor blues scale and not talking about the chords and their 
functions, then they’re missing a lot. You want them to hear the changes. You 
want them to play lines that reflect the chords they’re playing over. Good players 
play blues scales, but you also hear the chord changes. If you want your kids to 
learn how to improvise, you just can’t get away from teaching harmony. 
 
Everybody is looking for an easy way or a magic pill. If there were an easier way, 
trust me, I would have found it. You’ve seen how many books I have in my 
studio. The bottom line is that if you want to learn a craft with the complexity that 
jazz improvisation has, which is primarily instantaneous composition, you have to 
develop a vocabulary and that just takes time. What I try to do is motivate kids to 
listen to the music. And yeah, some kids are going to buy in and some kids are 
not, but I keep on. Every time they walk into class, I’ve got something else 
playing. I’m always sending them YouTube links to listen to, just like I’m giving 
you guys stuff to listen to. 
 
EJ: That brings up a question I just thought about today. I listen to jazz every 
time I’m in the car, at home, at work, but I’m always doing something else, so I’m 
never really focusing on the music. Do you consider that listening? 
 
BM: Absolutely! You’re listening to songs, you’re hearing phrasing and 
vocabulary. Yes, at some point you need to sit down and transcribe or cut out a 
solo you like and stick it on your phone so as you’re driving around you can sing 
along with it. I guarantee that the more vocabulary you learn, the more you’ll 
know what other people are playing. 
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EJ: It’s funny you say that because after the last workshop, when we talked about 
the “Cry Me a River” lick, I put on the radio going home and I swear to God, 
every solo I heard, from your studio to my house, had that lick in it. It was 
everywhere. 
 
BM: Ha, ha, vocabulary! We all use the same words to communicate. Some of us 
have large vocabularies and some not so much. It’s the same with musicians. 
(interview, July 19, 2017) 
 
Workshop Week Six: Online Journal. The journal entries for week six were 
very positive. Edward expressed that he had another breakthrough and Nathan was 
excited about teaching his students something besides the minor blues scale. Nick’s 
comments also expressed a new understanding of chord tones. 
Edward 
This week’s workshop really helped with melodic minor usage and application. 
 
Cry me a River Lick - After we talked about it, I heard it everywhere. This was 
another mini breakthrough with regard to listening versus really listening. As I 
gain more knowledge and my ear recognizes more, listening is becoming a 
different experience. It makes me want more. I think this week has really been the 
turning point for me with regard to getting over the hump. 
 
The last workshop also really helped my understanding of melodic minor modes 
with respect to particular chords. Of course, I could have reread your chapter in 
your book for a third time, but I find that hearing it and being able to ask 
questions is the only real way I connect the knowledge dots in my brain. For me, a 
workshop like this is the only way my ability to teach this stuff is going to 
improve. 
 
On a similar note, I feel like the only way my improvisation skills are going to get 
better is to play with other people. Like reading a book, practicing chord tones 
and scales alone does not connect all of the dots for me. I feel like I need to trade 
solos with someone else so I can hear what is working and not working. 
 
Nathan 
I am excited about making the blues sound better. I’ve only ever used “THE blues 
scale” (which I guess is actually a MINOR blues scale) to teach blues soloing. I’m 
starting to think that I would like to write simplified versions of standards (less 
syncopation basically) to give students access to nice melodies without killing 
their chops. 
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To simplify the chord changes for my kids, I tell students whenever possible 
about the notes shared by different chords or scales in a piece, “Look, just change 
the G in your C major chord to an A and it’s now an A minor!” 
 
As far as soloing, I’m fully aware of my own lack of ability to manifest chord 
tones rapidly. I also don’t have a “hip” enough rhythmic vocabulary. I 
downloaded some random pages of solo transcriptions from Sonny Rollins, 
Charles Mingus, and Miles Davis to get some ideas. This makes me think I should 
make some of these available to students. 
 
Nick 
Outlining chords is genius! I will definitely do this with my students. Gem of the 
week - start solos on the third or seventh. Leave the root to the bass player. 
(journal entries, July 20, 2017) 
 
Workshop Week Six Summary. During week six, we revisited all of the songs 
we had learned to this point and talked about the key elements each song had to offer. 
Then we moved on to “Tenor Madness.” I introduced turnarounds and gave out several 
examples. We also had some lengthy discussions: one about melodic minor harmony and 
the modes generated by the melodic minor scale; another about the importance of chord 
tones; and a third about the resolution of chord tones on strong beats of the measure. I 
dissected the “Cry Me A River” lick and suggested several harmonic situations where it 
could be played. 
In our weekly video chat we discussed the song “So What,” and the consensus 
was that it was an easy tune to play. Next was a discussion about modal songs. I raised 
the point that, when improvising on a modal song, the responsibility to come up with 
musical ideas is on the improviser, since the composer of these songs rarely provides a 
harmonic progression that would suggest melodic ideas. Comments from the participants’ 
online journals included one from Edward, who said he heard the “Cry Me A River” lick 
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now in just about every song he listened to. Nathan was excited about teaching his 
students the blues, and Nick was getting into arpeggiating chords. 
Workshop Week Seven: “All the Things You Are” 
At the end of the previous workshop, I gave the participants the song “So What” 
to learn for this week. However, there were still some lingering questions about “Tenor 
Madness,” on which we had worked for the majority of the last workshop. So, we began 
our seventh workshop by talking again about “Tenor Madness.” 
Specifically, we discussed the II-V7 lick, which occurs in the ninth measure of the 
song. I asked everybody if they had had a chance to play the lick through all 12 keys, as I 
had encouraged them to do, and everyone said that they had worked on it some. Edward 
said that playing the lick got more comfortable with each new key, and Nathan added 
that, after I had explained the idea of Contrapuntal Elaboration of Static Harmony 
(CESH) (Coker, 1989, p. 154), he understood the construction of the lick but was not 
fluent in playing it in any key other than the original. 
At this point, I described the CESH principle for the whole group and suggested 
that we play a descending C minor triad starting on C5 (an octave above middle C) and 
descending to C4 (middle C). Then I asked them to play the same descending minor 
pattern by lowering the first note of the pattern chromatically, until they descended to the 
A note. In a | C-7 | F7 | progression, when they land on the A note, that is the third of the 
F7 chord. I played the pattern as I described and went back and forth between the “Tenor 
Madness” lick and the descending minor pattern to demonstrate how similar the sound 
was. Then, employing the same CESH principles, I played a bebop cliché that started on 
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the fifth of the minor seventh chord. This is notated below in Figure 11. 
 
Figure 11. Notation of the Contrapuntal Elaboration of Static Harmony principles. 
Adapted from The Teaching of Jazz, J. Coker, 1989, p. 80. 
Using a backing track, which was a loop of a | C-7 | F7 | progression, we played 
the “Tenor Madness” II-V lick followed by the new bebop cliché, to give an idea of how 
I would practice this vocabulary. I suggested they go back to previous songs that we had 
worked on, inserting these licks into each of them. 
Revisiting our previous discussion about developing musical vocabulary, I 
reminded the participants of the analogy to learning English: how learning to pronounce a 
word, spell it, define it, and use it in a sentence is identical to the routine of learning licks, 
analyzing them in relation to underlying harmony, and then using them in a song. 
Expanding on this idea, I suggested that whenever they come across a melodic 
phrase that catches their ear, they could take that phrase, learn it in 12 keys, and then 
apply it to songs with a similar harmonic progression that they are either working on or 
teaching to students. To illustrate the point, I played the melodic phrase in the sixth and 
seventh measures of “Take the ‘A’ Train,” notated in Figure 12, and then transposed that 
phrase to several other keys. Doing this kind of work, I stressed, is a solid way of 
developing vocabulary, technique, and ears, as well as strengthening an understanding of 
music theory and harmony. 
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Figure 12. Measures six and seven of “Take the ‘A’ Train.” Adapted from B. Strayhorn. 
(1939). Take the ‘A’ Train [Sheet music]. California: Sher Music Co. 
Edward said he thought that practicing in this way would be far above the 
capabilities of his students. He asked me how many of my own current high school 
students would actually be able to work out the “‘A’ Train” or “Tenor Madness” lick in 
12 keys, or identify the chord structures in the CESH principle discussion. 
Whether improvising or reading music, I replied, I require my students to think 
about and analyze what they are playing. It is my belief that understanding specific scales 
or chordal arpeggios or harmonic devices helps a student learn the material more 
thoroughly, because by doing so they are connecting melody and harmony. Otherwise, 
they are merely playing random notes with no connection to each other. I ask the same 
thing of the students in my chamber groups: I want them to know what they are playing. 
Additionally, during the warm-up routine for each of my groups, I have students play 
songs in multiple keys, as well as exercises we are working on, like diatonic and 
chromatic scale patterns around the cycle of fourths. I will often ask my students to play 
“Happy Birthday” if one of their peers is celebrating a birthday, and then have them play 
it in multiple keys—all 12, if we have the time. 
In response, Nathan said,  
What I’m not getting is how practical is all of this for my students? I mean, when 
I think back to my own middle school experience, I had no concept of how music 
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was structured, I just played notes on a page. I didn’t begin to get any of that stuff 
until I was in college. 
 
I said that, in my ensembles, some kids get it immediately and are engaged and 
others will take longer. Invariably, however, when assigned an improvised solo on a song 
we are performing, even the most uninterested students will come to see me for help. 
I repeated my hope that all of the participants would not only assimilate this 
information and be able to disseminate it to their students, but also that they would able 
to demonstrate their understanding by actually improvising. In this way, they will be able 
to both tell, as well as show their students what to do. This will make them much more 
effective as teachers. 
Edward had several points that he wanted to make: 
Edward Justin (EJ): Getting back to what Nathan was saying, I had the same 
experience in high school, and I think it just comes down to the teacher. I don’t 
think many teachers are teaching this stuff. Not many of us who were education 
majors and went to a teacher college got this jazz information. And so, it’s only 
those who went out and played and became jazz musicians, or those of us who are 
interested enough to try to learn this through workshops, who can help the kids. 
That’s the only way you can become a teacher who teaches jazz. So, I think your 
kids are the minority of those who are getting jazz theory in high school. I think if 
they go off to college and continue in music or become a music teacher 
themselves they’re going to be way ahead. 
 
Bruce Mishkit (BM): You’re right. It’s not easy to find teachers who have been 
teaching for five, ten, or fifteen years who are still motivated to get this stuff 
together to help their students. Unfortunately, in California and other states as 
well, if you’re a music teacher in middle school or high school, there’s a good 
chance that you’ll be required to teach some kind of jazz ensemble, and if you 
can’t, your students are the ones who lose out. Can you imagine a high school 
math teacher who couldn’t teach geometry? 
 
EJ: Don’t you also think, considering the nature of our ensemble classes, that the 
schedule doesn’t allow the time to teach improvisation? You have cookie-cutter 
band charts, and when you get to the solo section you have kids read the written 
solo, or you have this blues scale and you have them play that. I mean, parents 
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don’t know the difference. You put on a concert, and you play eight funk, rock, 
and easy swing tunes, and they go “Wow, it’s a jazz band.” 
 
Talking about teachers, I think it mainly comes back to the fact that you’re not 
getting this education in college, when you’re still willing to take the risk because 
everyone is learning together. When you get out into the real world, it’s really 
hard to come to something like this and be vulnerable and stupid when someone is 
talking about music theory that is over your head. And you’re with other 
educators, and you’re thinking, “Am I a bad teacher because I don’t know the 
modes of a melodic minor scale?” 
 
BM: Guys, that’s why I applaud you and appreciate that you’re willing to open 
yourselves up, take a risk, and be part of this study. Please don’t think of 
yourselves as “stupid” for not knowing something. Many things are above my 
head. Just check out Ernst Levy and his theory of Negative Harmony! The bottom 
line is that we’re never finished learning, we just keep moving down the path. 
 
With regard to the typical school schedule, I agree that often it’s difficult to fit 
everything in. But what’s more important? Maybe we should all reevaluate how 
many performances we do each semester so we can carve out more time to teach 
improvisation. (workshop transcription, July 21, 2017) 
 
Both Edward and Nathan’s comments highlight several of their recurring themes. 
With the number of ensembles Edward taught at Prairie High School and the number of 
performances he was involved with every year, finding the time to do it all weighed on 
him constantly. As I suggested in my response above, setting priorities on what is 
important in one’s jazz program will either give a jazz band director the time to teach 
music, including improvisation, or their program will revolve around performances and 
learning repertoire. Edward also referenced learning and teaching jazz, which were 
themes he often came back to. Throughout Edward’s undergraduate work in music 
education, he did not have the opportunity to take any classes in jazz pedagogy or jazz 
improvisation. Edward remarked that being in a college setting would have been the time 
to learn about jazz and not have waited until one had been teaching for 10 or 15 years. 
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Nathan touched on his lack of instruction in secondary school and also that he 
relied on music notation to play music. Throughout the workshops, Nathan had 
referenced his dependency on music notation as being “paper trained.” Nathan also 
wanted to be the best teacher for his students and was unsure how much theory he could 
expose his students to before they rebelled, dropped his class, and took another elective. I 
tried to reassure all the participants that the theory and concepts I had shown them, I 
worked on with my high school students. Though I do not get into melodic minor theory 
with my middle school student, I most definitely cover all the major scales, diatonic 
triads, and church modes. 
At this point we moved on to the Miles Davis composition, “So What.” I asked 
Nathan how he, a bass player, would walk a bass line through the song. He said that he 
had never played the song before, but assumed he would play a D Dorian mode and then 
move to an E♭ Dorian mode when he got to the bridge. Since bass players typically play 
the root or the fifth of the chord on the first beat of a measure, I wanted to introduce the 
participants to the idea of chromaticism in bass lines. 
As the reader can see in the first four measures below, when ascending in a D 
Dorian mode, the note A (the fifth) falls on the downbeat of measure two, but the octave 
D falls on beat four of the second measure instead of the downbeat of measure three. To 
avoid this, I suggested adding a chromatic note between the minor seventh and the root 
when the bass line ascends, and a chromatic note between the sixth and fifth notes of the 
scale when they descend. The second four measures in Figure 13 depicts this. 
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Figure 13. Sample bass line for “So What” by B. Mishkit 2018. 
Pointing out that student bass players will often run out of things to play on a 
modal tune when there is only one chord for 16 measures, I said that good musicians will 
often superimpose chords that are not written on the page when playing modal songs like 
“So What.” A common superimposition is the addition of the IIø7 and V7 chords as a 
turnaround at the end of a four- or eight-measure phrase. The first three measures of 
Figure 14 show a simple D-minor bass line. In the third measure, I outlined a | Eø7 A7 | 
turnaround to get back to the D-7 chord. 
 
Figure 14. Sample turn-around bass line for “So What” by B. Mishkit 2018. 
At this point we played the melody of “So What,” which is call-and-response. The 
recording I had prepared for the workshop began with me playing the first part of the bass 
melody on saxophone—the call—and ended with the last two notes played by the 
horns—the response—as on Miles Davis’s original recording (Davis, 1959, track 1). The 
backing track I used while recording the melody did not stop when playing into the 
bridge, so the rhythm section was still in D minor despite the fact that the melody leading 
to the bridge was in E♭ minor. But, I said, in a live playing situation, the entire band 
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would generally stop playing during the main part of the melody. That generated a 
conversation about resolutions, and I talked about how experienced improvisers do not 
always resolve their improvised lines on the downbeat of the resolving chord. Often, they 
can blur the bar lines somewhat and resolve their line after beat one, or on beat two or 
beat three; or they can choose to resolve their line before the rhythm section does. 
My point was that one best learns to play music by listening to and emulating 
good players; and that those interested in playing jazz need also to transcribe music and 
solos that interest them. By so doing, one learns vocabulary, phrasing, theory, rhythm, 
and repertoire. 
Edward related his experience at a jazz seminar where the presenter said similar 
things about listening to and transcribing music. In his developmental years, the presenter 
listened to recordings of his favorite players over and over until he could sing along with 
their solos. I remarked that I do the same thing, usually looping four or eight measures, 
and learning to sing the solo by phrases before transferring it to my horn. Transcribing 
music is time intensive, but well worth the effort. 
We began to explore the first part of the melody to “So What,” experimenting 
with different harmonic situations in which to play it. In the original key of D minor, the 
melody starts on the root of the D minor chord; but you could also begin on the fourth 
degree of the D minor chord (G) and that would work over the D minor chord as well. 
Also, since the melody or lick does not have a third of the chord present, we could play it 
starting on the root of a D7 chord as well as the fifth of the chord (A). 
As we played, I could sense growing excitement from the participants, and they 
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were having fun. A student who is starting to learn a new language has little to say 
because they have not acquired a robust vocabulary. Beginning improvisers are the same; 
they are starved for melodic ideas. The participants had several melodic ideas to explore, 
so improvising was more fun and rewarding. I stressed the value of looking for multiple 
harmonic situations in which one can play the same melody or lick, and the need to spend 
the time to explore all the harmonic possibilities the lick has to offer. 
As we neared the end of the workshop I handed out material for our next song, 
“All the Things You Are” (ATTYA). I had the participants look at the first eight 
measures of the song and tell me how they would analyze the chord progression. They 
each attempted an answer but unfortunately fell short. I explained that the form of the 
song was longer, and the chord progression more complex, than that of the other songs 
we had learned. We talked about the chord changes and I showed them how they should 
think about the first eight measures: (A♭) | VI-7 | II-7 | V7 | I∆7 | IV∆7 | (C) | II-7 V7 | I∆7 
| I∆7 |. I also pointed out that in the second half of the bridge there is this progression:      
| F♯ø7 | B7 | E∆7 | C7♯5 |. 
Often when we see a half-diminished chord moving to a dominant chord, it will 
resolve to a minor I (one) chord, as in “Autumn Leaves” and “Blue Bossa.” However, in 
this tune, a half-diminished chord is followed by a dominant chord and does not resolve 
to a minor I (one) chord. 
Edward asked what he should play over a half-diminished chord. Referencing the 
material we had already worked on, I said he could play the “Cry Me a River” lick, 
starting on the fourth, which got a laugh from everyone. Then he asked what scale could 
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be played over the half-diminished chord. I said that since a half-diminished chord is 
based on the seventh step of a major scale, he could play the major scale a half-step 
above the root of the half-diminished chord, which would be the Locrian mode. Another 
possibility would be to play the melodic minor scale off of the third of the chord. On the 
F♯ø7 chord in “ATTYA,” he would play the A melodic minor scale. The only difference 
between playing the Locrian mode or the melodic minor scale on a half-diminished chord 
would be the ninth of the chord. Playing a Locrian mode creates a ♭9 on the half-
diminished instead of a natural 9. However, I said, I would much prefer that he think of 
chord tones rather than scales when approaching improvisation. 
When improvising on any chord, if a student learns how to hear and play the 1-3-
5-7 of the chord and then takes the time to learn the extensions—the 9th, 11th and 13th—
they will have learned not only all of the notes of the scale, but also, more importantly, 
the function of each note. It is of paramount importance to be able to execute the chord 
tones of any chord—especially the third and seventh, which characterize the quality of 
the chord. 
I had everyone get out the “ATTYA” guide tone PDF (see Appendix L) and 
pointed out some of its elements. On the first chorus of the guide tone PDF, I wrote the 
third and the seventh of each chord as half-notes, and included the flat-five on the half-
diminished chord. On the second chorus of the guide tone sheet, I turned the half-notes 
into dotted quarter notes, wrote an eighth-note chromatic approach note to the next chord 
tone, and added a few eighth-note enclosure patterns (see Appendix H) over the short II- 
V progressions. Then, for homework, I asked everyone to: learn the melody of “All the 
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Things You Are,” from my posted recording; arpeggiate the chords, in root position and 
inversions, ascending and descending; memorize the first chorus—32 measures—of the 
“ATTYA Guide Tone” PDF; and learn the piano voicings for “All the Things You Are.” 
After the workshop, we spent a few minutes relaxing outside enjoying some food, 
refreshments, and conversation: 
Bruce Mishkit (BM): As we’re winding down the workshops, do any of you 
have any thoughts about how you’ll implement the material we’ve been working 
on? 
 
Nathan Adams (NA): I feel like I will actually do songs that have solo sections 
that are more than two chords. In the past, I’ve been so nervous about doing that. I 
have three different kinds of jazz groups. I have the sixth-grade group, which is 
just a catchall group and a group called the Jam Band for seventh- and eighth-
graders. The Jam Band is for any instrument that wants to join, and we do a lot 
Jamey Aebersold-type lead sheet things. And then I have a big band, and the big 
band is the only group where I have tended to do more harmonically advanced 
music. Those charts will usually have a solo section with solos written out. I 
normally tell students, “Well, borrow some of that and just see what you can do to 
make it your own.” But now I have more confidence to help them explore the 
chord changes rather than just reading the written solo. 
 
BM: Fantastic. 
 
NA: I definitely have a direction. It was just that I didn’t know how to lead them 
down the path of “Here’s how you make a competent solo when you’ve got a 
chord every measure.”  
 
BM: That’s exciting. 
 
Edward Justin (EJ): I think it’s going to take some time to sort a lot of this stuff 
out. I think putting more emphasis on the theory is one thing I can get going. 
Starting with tunes like “‘A’ Train” might still be a little advanced, but we’ll see. 
 
NA: I know for sure I’m going to be doing the piano voicings because that has 
been a bug in my butt for the longest time. It’s like, “I don’t know how to make a 
piano player sound cool!” I’ve just been having them do thirds and sevenths for 
every type of chord, which sounds okay for the blues because of the tritone, but 
the voicing in fourths will give the kids a much better concept of what is going 
  
173 
on. God, jazz is so . . . it really feels like Indian music or something. Just totally a 
different kettle of fish. 
 
EJ: I’m still terrified to get deep into Latin music. 
 
BM: Why Latin music? 
 
EJ: Because of my lack of knowledge on drumming. 
 
BM: Like learning all music, it starts with listening. However, there are some 
great resources available for band directors. One is the book Latin Jazz Guide by 
James Dreier. It is incredibly informative. It goes into bass and guitar parts, drum 
set parts, as well as conga and hand percussion stuff. Also, there’s a companion 
website, latinjazzguide.com, that has audio examples and videos. Very cool stuff. 
Also, when you’re at the summer jazz residency next week, you should seek out 
John Santos. He’s an amazing percussionist and educator. 
 
NA: Yeah, during the free period at the residency John Santos and a couple of 
other people are always doing Latin and African percussion stuff. One year I went 
to a session where everyone was playing Gankogui bells. It was the most 
amazingly hypnotic thing I’ve ever done. John passed out bells to everyone and 
wrote about twelve rhythms on the board. At a certain point, all twelve of us 
clicked, and you couldn’t stop. It was awesome. 
 
BM: I’m sure John will be doing some very cool things at the residency this year 
as well. All right, I will see all of you for our video chat in a few days and then 
next Friday for our last workshop. Have a great week of practicing. (interview 
transcription, July 21, 2017) 
 
Workshop Week Seven: Video Chat. We met for our weekly video chat on 
Tuesday, July 25, 2017. I was looking forward to hearing how the participants were 
progressing with “All the Things You Are,” and what new things they were learning from 
the song. 
Bruce Mishkit (BM): How’re things going with “All the Things You Are?” 
 
Nathan Adams (NA): I’ll tell you, this tune is a hard one to learn in one week 
from scratch when you haven’t heard it before. It’s very Sondheim, where there’s 
a little bit of a catch, but it’s not enough for me to latch onto. I think I’ve gotten to 
a point where I can sing the first eight bars, but after that, I can’t remember what 
happens next. It’s just a little random for me. 
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BM: I’m not sure what you mean by random. 
 
NA: To me, since I’ve never heard this song before, it doesn’t gel as well as 
maybe “I’ve Got Rhythm” or even “Blue Bossa” or something like that. You got 
the first thing [the first eight measures], and then you’ve got the second thing [the 
second eight measures], which I think is the same thing melodically, but a little bit 
different, but I can’t remember what’s different about it. And then there’s that 
third thing [the bridge] that is like, what? And then you go back to the first thing 
again. 
 
To me, it is borderline through-composed when I listened to it the first couple of 
times, and then I started to catch up, or catch the sequence that was happening. 
It’s not staying in my melodic brain very well. 
 
But that’s me; I don’t think it’s a flaw in the song, I think it’s just that I hadn’t 
heard it before. 
 
BM: The thing about “All the Things You Are” is that the form is a modified 
AABA. We’ve talked about the AABA form when we studied “Take the ‘A’ 
Train.” However, the A sections in “All the Things You Are” should be labeled 
A, A1, and A2. The A1 section is exactly like the first A section but transposed up 
a fifth, and the last A section (A2) is twelve measures instead of eight measures. 
Melodically, the important thing to realize is that through the first sixteen 
measures, the sustained melody notes of “All the Things You Are,” are the thirds 
of each chord, much like “Autumn Leaves.” The bridge or B section of the song is 
a | II-7 | V7 | I∆7 | in the key of G major followed by a | II-7 | V7 | I∆7 | to E 
major. 
     
I would call “All the Things You Are” a classic workshop song. It flows around 
the cycle of fourths and has lots of II-V’s, so you can work on a lot of melodic 
ideas. Also, you can find many recordings of this tune. Remembering my reaction 
to hearing it for the first time is hard because I’ve been playing it for a long time, 
but it is one of those jazz classics. 
     
Does anyone have any issues voicing the chords? 
 
NA: I’m still not very fast, so if you started a clicker with me, I wouldn’t be able 
to do it. But I understand how to voice it. It’s just getting my fingers to move. 
 
BM: Well, you want to practice the voicings with a metronome. If you spend the 
time going through the first eight measures, you’ll find that there is minimal 
movement going from chord to chord. For example, moving from the F-7 to the  
B♭-7 only involves moving your right-hand pinky from the note C to D♭, because 
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you are voicing the F-7 chord starting on the fifth (C) and the B♭-7 chord starting 
on the third (D♭). 
 
Please remember when you’re voicing the chords to make sure that you’re singing 
the roots, so you hear the entire chord. Also, playing the melody on the piano with 
your right hand while you’re playing the roots of the chords with your left hand is 
invaluable for linking the melody to the harmony. It’s a great way to internalize 
the harmonic structure of the song. 
 
Also, I encourage all of you to get together and play with people. If you’re 
playing tunes all the time it’s a lot easier to learn them. If you’re not playing 
tunes, then you have to be disciplined to keep them in your head. 
 
If you have a collection of backing tracks or you have iReal Pro [Technimo, 
2013], you can set up a playlist of tunes that you play a couple of times a week. 
That’s the only way to keep building your repertoire. It’s not that different from a 
concert violinist or pianist. Those musicians have to keep their current repertoire 
fresh and, at the same time, work on new repertoire for the next concert season. 
     
Any other issues with “All the Things You Are”? How about playing the thirds 
and the sevenths from the guide tone sheet? 
 
EJ: Just practice. 
 
BM: Yeah, if you play the thirds and the sevenths, you hear the melody, because, 
again, the melody is the third of the chord. That’s the very cool thing about “All 
the Things You Are,” the relationship between the third of the chord and the 
melody. 
     
EJ: Concerning the chromatic approach notes in the second half of the guide tone 
sheet, is there ever a better time to approach a chord tone from above or below? 
 
BM: I think that depends on the chords and what you’re trying to say. For our 
purposes right now, I want all of you to get experience adding chromatic notes 
into your lines. Your ear will guide you in approaching a chord tone from above 
or below. (interview, July 21, 2017) 
 
Workshop Week Seven: Online Journal. None of the participants posted in 
their online journals during week seven. 
Workshop Week Seven Summary. We began the week with a discussion about 
how much music theory instrumental teachers should expect their students to absorb. I 
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said that I expect my students to become literate musicians: They need not only to know 
their instrument, but also to possess a foundational knowledge of music theory. Edward 
said that he did not think that many high school band teachers were teaching their 
students the material I was presenting in the workshops. The curriculum was not offered 
at the college he attended as an education major, he said, and he pointed out that it would 
be much easier to assimilate this material in college, at a time when everyone was 
learning. He went on to say that, as a teacher with 10 or 15 years of experience, it was 
hard to come to a workshop and be so vulnerable. In the back of your mind you think that 
you should have learned this material years ago. Everyone agreed. 
We began to discuss “So What,” and I introduced the idea of bass line 
chromaticism, explaining that bass players often add additional notes to a Dorian mode so 
that the root or fifth of the chord falls on the first beat of a measure. Additionally, a 
rhythm section will often add a turnaround at the end of a phrase in a modal tune. 
Our Week Seven workshop was the first time we had enough time to discuss the 
song for the next workshop, which was “All the Things You Are.” I handed out the 
material for that song and reviewed the guide tone sheet. 
In our after-workshop chat, I sensed a renewed enthusiasm from both Nathan and 
Edward. Nathan was looking forward to giving his students songs with more than two 
chord changes, and Edward said that teaching more theory would be a priority in the 
coming semester. 
We met for our last video chat and talked about the issues everyone was having 
with “All the Things You Are” First, the song has an extended AABA form, instead of 32 
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measures, there is an extra four measure added. The second A section is not an exact 
repeat of the first A section, as it modulates up a perfect 5th. Lastly, the harmonic 
progression modulates or tonicizes five key centers. “All the Things You Are” is not an 
easy song to improvise through, but I emphasized that, as a quintessential jazz standard, 
the song had many lessons to teach. 
Workshop Week Eight: Final Workshop 
The final workshop was on Friday, June 28, 2017. The focus today was somewhat 
different than in past workshops: Besides exploring this week’s tune, “All the Things 
You Are,” I wanted to make sure the participants were comfortable and confident with 
the material presented during the previous seven workshops. 
Additionally, the summer jazz residency was to begin in a couple of days. For 
some time, the participants had been expressing anxiety about both the required ensemble 
placement auditions and the entrance theory test, and I wanted to leave time to answer 
questions about those.  
I congratulated all the participants for sticking with me to the end, acknowledging 
that we had covered quite a lot of material during the previous seven weeks. I reiterated 
the two goals that were stated at the beginning of the study: First, that each participant 
would be able to learn the material presented and perform that material on both the piano 
as well as on their particular instrument; and, second, that they would share the content 
with their students, working with them as they began to learn the art of improvisation. 
I also reminded them that none of the workshop material would manifest in their 
playing unless they regularly listened to jazz music and reviewed the songs we had 
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worked on. To do that would deepen their understanding both of what each of the songs 
had to teach them, as well as the techniques I had shared for learning repertoire.  
After reviewing the workshops up to this point, I said I hoped the participants 
could see the benefits of learning the previous songs, and how utilizing the techniques 
developed in that process could make it easier to learn “All the Things You Are” now. As 
a musician learns more songs, it becomes apparent that there are distinct patterns of chord 
structures, forms, and harmonic formulas in jazz repertoire. Leading jazz educator, David 
Baker (Baker, 1997), categorizes jazz repertoire by tune type (standards or bebop, for 
example), form (AABA, AAB, AABC, ABAC), and harmonic formula (blues and rhythm 
changes). Additionally, Baker categorizes songs by A and B section harmonic 
progressions; twelve A section harmonic formulas; five B section harmonic formulas; 
and the cycle of dominant progressions in one-, two-, and four-measures (pp. 45–60). 
As we began to work through the piano voicings for “All the Things You Are,” it 
became apparent that the participants had not put forth the effort required to play through 
the changes in time. Edward said, “I know that these piano voicings are good for me to 
learn, but learning how to play over changes on my instruments so I can demonstrate that 
in class, seems way more relevant and important.” After our seven previous workshops 
and the many times I had emphasized the importance of being a functional piano player, 
it was a little disheartening to hear Edward’s comment. I said again that if musicians want 
to improve their improvisational skills, playing piano is essential; because in order to 
“play over changes,” one has to actually clearly hear what to play over those changes. 
The piano is foundational for that. 
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We moved on to working through the melody. After playing the song a couple of 
times, Nathan was still having difficulty with the bridge. When memorizing music, I said, 
there are several resources at our disposal to make the task easier, including what it 
sounds like and what it feels like to play. The latter is called muscle memory. However, 
relying only on muscle memory to memorize music is not enough; being able to both 
hear and then sing the main melody from memory is key. I emphasized the “main 
melody” because every song has more than one melody. The main melody is what a 
vocalist sings, or a horn player plays. But there are other melodies generated by the song, 
including the one created by the root movement of the chords, or the one created by 
playing the thirds and sevenths of each chord. All of these combine to aid in learning a 
song. 
I started the backing track of “All the Things You Are” and had the participants 
play through the song, arpeggiating the chords from the root up on the A sections and 
from the seventh down on the bridge. It quickly became apparent that everyone was 
reading the chord changes from their chord sheets. I stopped the backing track, asked 
everyone to close their eyes while playing the next chorus, and then restarted the track. 
The tune fell apart before the fourth measure.  
Here I took the opportunity to reemphasize the importance of internalizing not 
only the melody of a song but also its harmonic progression. Nathan said, “To me, it’s 
mind-boggling, the thought of having huge quantities of chord progressions in my head 
with nothing to look at whatsoever. I don’t even know where that would go in my brain. 
I’m serious. I’m like, ‘Wow, really?’” 
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I asked everyone to look at their chord chart again and tell me the chords in the 
first five measures of the song. Everyone correctly read off the chords: | F-7 | B♭-7 | E♭7 | 
A♭∆7 | D♭∆7 |. When I asked, “What is the function of each of those chords?” there 
ensued conflicting answers and general confusion. I explained the analysis of the first 
five measures of the song and wrote the chord functions on the white board: | VI-7 | II-7 | 
V7 | I∆7 | IV∆7 |. 
 Memorizing chord changes by understanding their harmonic function simplifies 
the process and makes transposing songs to other keys much more manageable. Jazz 
musicians make these connections, I told Nathan, so there are not vast quantities of 
seemingly random chords to memorize 
As we develop systems that make sense to us the whole process becomes less 
daunting. I suggested that probably on their very first day of teaching, while standing in 
front of a concert band, memorizing the names of 60 or 70 students might have seemed 
impossible. But after a few weeks they probably knew everyone’s name, and the process 
became easier the next year when many of the same students returned. Learning tunes is 
like that: the process becomes easier the more you do it. 
Nathan still seemed a little perplexed. He had never thought of learning a song in 
that way before, he said. Edward, though, was beaming. He said that understanding 
functional harmony and how chords work in a key center “. . . actually helps me a lot. 
Like right now, that was a breakthrough. And we’ve been talking about this for weeks!” 
He went on to say, “It just all came together, all of a sudden. We’ve been talking about 
harmony, but thinking in a key and how the chords fit in relationship to the key, wow!”  
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There was a silence, and then we all laughed. I told Edward that I was very 
excited that he had experienced that feeling. This was one of those moments when 
information finally becomes knowledge and you own it. It is always exciting to 
personally experience this, but even more exciting and rewarding when witnessing a 
student experiencing it.  
I had the group get out the sheet entitled, ATTYA – Guide Tones (see Appendix 
L). On the guide tone sheet, I had written the third and seventh of every chord in half-
notes for the first chorus. For those measures that had two chords, I had written the third 
and seventh as quarter notes. The third and seventh of a chord are the two most important 
notes, I reminded everyone, because they define the quality of the chord—major, minor, 
or dominant. Suggesting that the participants think more about the chords rather than 
merely reading the notes from the guide tone sheet, we played through the first chorus a 
few times.  
The group had little difficulty reading the thirds and sevenths from the printed 
page. However, playing them from memory or by looking at the chord symbols, as would 
happen when reading a lead sheet or chord chart, was unsuccessful. We stopped playing 
and I repeated that, unfortunately, there is no method for learning the art of improvisation 
that involves no effort or time. If the participants wanted to learn the material I was 
presenting and be able to develop their improvisational skills, at some point they would 
have to put in the time to practice it. 
Briefly, I reviewed the second chorus on the ATTYA – Guide Tone sheet, where 
the half-notes changed into dotted quarter notes and there was an added chromatic eighth-
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note approach to the next chord tone. I suggested that they could do this exercise for each 
of the songs we had learned during the workshops. Focusing on the thirds and sevenths of 
each chord is an efficient way to playing inside the tonality, and practicing this will 
develop the ability to hear harmonic resolutions. Music is often about tension and release; 
hearing how thirds resolve to sevenths and how sevenths resolve to thirds yields an 
understanding of how to create this tension and release. Yes, there is a need to understand 
some basic music theory concepts to put all of this together, but I think the sooner 
functional harmony is introduced to students, the sooner this music will start making 
more sense to them. 
I told the participants that, moving forward, they now have a concept and a 
framework they can share with their students that will help them learn to improvise. I also 
reminded them that learning how to improvise is not just for their jazz students. As I had 
mentioned before, it is my belief that improvising musicians hear differently and develop 
a more holistic approach to playing music, no matter the genre. Making students aware of 
what they are playing, rather than just reading notes on a page, will help open up their 
ears and start the process. 
Nick needed to leave for a rehearsal, so we wound up the workshop and headed 
outside for refreshments and to talk about the upcoming residency. Despite having been 
an instructor at the residency many times over the past twenty years, I was very excited to 
have the opportunity to follow them around and experience the residency from the 
perspective of a student attendee rather than that of an instructor. 
Bruce Mishkit (BM): So, how are you guys feeling about the upcoming 
residency? 
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Edward Justin (EJ): I think I’m okay. 
 
Nathan Adams (NA): I’ve helped out at the residency for several years, but being 
a student this year will be a little different. In the past, I played bass in one of the 
beginning ensembles and as long as I was reading notes I was okay. 
 
EJ: It will be interesting to see what master class I get into. 
 
BM: There’s always a very supportive faculty of great players teaching at the 
residency, so I’m sure you’ll be happy with whoever your teacher is. Also, please 
don’t be shy about asking questions. That’s why you guys are there. Everyone 
wants you to succeed so don’t be inhibited about talking to any of the guys. I 
guess it’s like many other learning situations in that the more you invest in it, the 
more you’ll get out of it. 
 
EJ: Yeah, I have no doubt that it will be a great experience, but like I’ve 
mentioned before, these things can take a toll on your self-confidence. 
 
BM: I can’t tell you how many times I’ve put myself in situations that could have 
been—and sometimes were—challenging, both technically and to my psyche. I 
remember doing a weeklong conducting workshop years ago where I was 
definitely out of my element. But once the initial shock of being way over my 
head had passed, both the instructors and the other participants were incredibly 
supportive. You know, we’ve all known students whose shyness or lack of 
confidence inhibited them from being engaged or taking risks. And it’s kinda 
interesting that as an adult there are situations that bring a lot of that stuff back. 
 
My best advice—and I’m not even sure I’m qualified to give advice on this type 
of thing—but just go, ask lots of questions, listen, and above all, have fun. You 
know, I don’t think we’re very good judges of what’s happening at the moment 
when we’re playing. That inner voice is always yapping into your ear, and 
sometimes the best thing to do is just ignore it. All right. I’ll see all of you at the 
summer residency in a few days. (interview transcription, July 28, 2017) 
 
Workshop Week Eight: Online Journal. None of the participants posted in their 
online journals during week eight. 
Workshop Week Eight Summary. In this, our last workshop, I wanted to make 
sure the participants were comfortable and confident with the material from the previous 
seven workshops. I restated the two goals I had set at the beginning of the study: First, 
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that each participant would be able to learn the material presented; and, second, that they 
would be able to demonstrate and share that content with their students. I reviewed the 
steps to learning a jazz standard and introduced them to Baker’s (1997) book. Baker 
categorized jazz repertoire by song type (ballad, waltz, etc.), form, and harmonic formula, 
and is an essential resource. 
As we went through and analyzed the chord progression to “All the Things You 
Are” and labeled each chord by its function and key center, Edward’s eyes lit up. He said, 
“That was a breakthrough. And we’ve been talking about this for weeks!” We all 
laughed, and I was elated. 
Afterward, we sat outside and talked about the week-long jazz residency 
beginning in a couple of days. There was some apprehension on their part, but also a 
great deal of excitement, and I was excited for them. For the past eight weeks they had 
heard only my voice, and now they would be spending five days studying with several 
other great musicians. I was also looking forward to the jazz residency because I would 
get to follow them around and listen and learn from my peers. 
The Participants Teaching: Post-Workshop 
To assess what information and techniques from the workshops the participants 
were using in their teaching, I contacted all of the participants to see how they were doing 
and to schedule a day and time I could come and observe their jazz band rehearsal. It was 
important to let some time pass before I returned to each participant’s school. I wanted to 
let them get into the flow of a new semester and start working on some music with their 
students before I came to assess their teaching practices. Between October 2017 and 
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January 2018, I returned to each school and observed each participant’s jazz ensemble 
rehearsal. It was encouraging to see elements of our workshops implemented in all of the 
rehearsals. 
Post-Study Rehearsal with Edward 
I met with Edward at Prairie High School on the morning of October 31, 2017. As 
I walked into the band room, Edward handed me a 20 page packet, entitled, “Prairie High 
School Music Department Jazz Ensemble Theory Handbook.” It contained nearly all of 
the student reference materials I had given the participants during the workshops.  
Edward started by having his students play major, dominant, and minor arpeggios 
up to the ninth, around the cycle of fourths. He followed that with a modified blues, 
“Birk’s Works,” by Dizzy Gillespie. With the drummer playing brushes and the bass 
player walking through the changes, the rest of the band played the root of each chord for 
one chorus, and then played the third and seventh of each chord for another chorus. After 
that they played the melody twice; and it was at that point that Edward stopped them to 
talk about phrasing. He specifically wanted them to keep the eighth note lines from 
getting too hoppy. He put on the Red Garland Quintet’s recording of “Birk’s Works,” 
featuring John Coltrane and Donald Byrd (Garland, 1957), and everyone listened through 
the melody to the beginning of Red Garland’s piano solo. Once more the students played 
the song, and this time everyone in the band took a solo. Edward even traded fours with 
the students. 
The changes Edward implemented in his approach to teaching his jazz band were 
very apparent to me. There was more emphasis on playing the chord tones, and more 
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improvising by all the students, not just the more experienced ones. Additionally, Edward 
was very confident in presenting the material. In conversation with him afterward, he 
said, “I think, as far as music educators go, I’m probably up there as far as understanding 
jazz as an art form and how to teach jazz. I think what separates those who are better than 
me is just their ability to execute on their instruments as musicians themselves.”  
Post-Study Rehearsal with Nick 
I arrived at Community High School at 2:45 p.m. on Wednesday, November 8, 
2017, to meet with Nick to hear his jazz ensemble. Before the group played, Nick asked 
me to talk to the class about how a drummer solos, since s/he does not play notes. I began 
by saying that drummers often tune their drums to specific intervals, so they most 
certainly can play notes; and depending on how many drums they have, they can have 
several pitches available to them for their solos. However, I said, rhythm is what most 
drummers feed off of. That could be the rhythm of the melody, or a rhythm that was just 
played by another soloist. Not wanting to get into a protracted lecture, I left it there and 
the ensemble began working on an original song Nick had written, entitled, “Green and 
Blue.” Several students took solos, and afterward they discussed their approach to 
soloing. Then Nick directed the band to arpeggiate the chords of the song ascending, and 
then play the related scales descending. This was a pattern he had learned from his combo 
teacher at the jazz residency he attended after the study workshops. It was great to see 
him apply some of the residency information. The jazz ensemble played through a couple 
of other songs, and the bell rang.  
Speaking with Nick later, I asked him how things were going and if he had been 
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able to incorporate any of the material from the workshops. I was particularly interested 
to know if he had started teaching the students any of the songs we had worked on. As I 
had emphasized each week, one needs to focus on learning songs in order to learn to 
improvise. Like Edward and Nathan, Nick had not introduced the workshop songs into 
his lesson plans before my visit. But he felt that he was still digesting a lot of the 
information we went over during the summer and hoped to have his students learn songs 
in the future. He added:  
You know, some of the chord arpeggiating exercises and theory analysis certainly 
highlighted the importance of knowing that stuff when improvising. And I’ve 
been incorporating some of that so my students can start understanding just what 
the heck they’re doing when they get unleashed for their choruses of 
improvisation. (post-workshop interview, November 8, 2017) 
 
Post-Study Rehearsal with Nathan 
Prior to my meeting with Nathan to hear his jazz band and observe his teaching 
practice, I received the following text message from him on December 7, 2017. It read:  
Hi Bruce, I wanted to drop you a quick line. Tonight, we had our first concert, and 
I was very pleased with many of my jazz soloists! My mom, who has been to 
[my] concerts for the past 16 years, said she noticed the difference. Thank you for 
your instruction this past summer. (text message, December 7, 2017) 
 
At that point I was not sure what changes Nathan had made in his approach to 
teaching his jazz band. I was certainly pleased, though, that he had noticed a difference in 
his students’ performances. 
I observed Nathan’s seventh- and eighth-grade jazz band rehearsal at Little Creek 
Middle School on Tuesday, January 30, 2018, as they were preparing for their spring 
concert. The instrumentation at the rehearsal was comprised of bass, drums, guitar, four 
trumpets, three trombones, one tenor saxophone, one alto saxophone, and one piccolo. 
  
188 
The piccolo player also played percussion. One noticeable thing that had not changed 
between visits was the length of instructional time. By the time students got their 
instruments together and settled in, there were only 25 to 30 minutes of rehearsal time 
available, during which they played four songs. There clearly was not a lot of time to 
work on the details in each song, but Nathan spent what time there was focusing on 
dynamics and rehearsing the beginning and ending of each song.  
The one change from my previous visit was that Nathan took the time to write out 
the chord tones for all the chord changes on the parts that had solo sections. He was 
clearly intent on getting his soloists to think about the chord tones when they were 
soloing, rather than the scale related to the key signature. 
Chapter Four Summary 
This chapter included a within-case analysis of each of the study participants. 
Also included were details of the eight workshops; transcriptions of our weekly video 
chats and interviews; excerpts from the participants’ online journals, and an account of 
my post-workshop visits with the participants.  
Chapter Four presented themes specific to each of the participants. Edward’s 
themes included: doing it all; learning jazz; teaching jazz; and his philosophy of teaching. 
Nathan’s themes were: his drive to teach better than he had been taught; his perceived 
shortcomings resulting from his being paper trained; and his ongoing frustration with the 
lack of instruction he received during secondary, undergraduate, and graduate school. 
Nick’s themes were focused on learning to teach improvisation, more so than acquiring 
the skills himself, but showed a gift for connecting with students. 
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The participants articulated feeling challenged throughout the workshops. They 
expressed frustration at times and were occasionally embarrassed by their lack of 
knowledge about jazz pedagogy and improvisation. I observed that they experienced joy 
and elation when seemingly abstract information coalesced into a new-found 
understanding. Based on data from post-workshop interviews and on-site visits with the 
participants, each was able to integrate concepts and strategies from the workshops into 
their teaching. 
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CHAPTER FIVE: Cross-Case Analysis 
The purpose of this study was to investigate how middle and high school 
instrumental music teachers learned to improvise and acquire the skills and techniques 
needed to teach jazz pedagogy and improvisation. Central to this study is the concept of 
situated learning, which focuses on the social aspect of learning (Lave, 1991; Lave & 
Wenger, 1991). According to Lave (1991): 
. . . learning is recognized as a social phenomenon constituted in the experienced, 
lived-in world, through legitimate peripheral participation in ongoing social 
practice; the process of changing knowledgeable skill is subsumed in processes of 
changing identity in and through membership in a community of practitioners; 
and mastery is an organizational, relational characteristic of communities of 
practice. (p. 64) 
Legitimate peripheral participation (LPP) functions within a community of practice 
(Lave, 1991; Lave & Wenger, 1991; Wenger, 1998). Lave (1991) described LPP 
occurring when “[n]ewcomers develop a changing understanding of practice over time 
from improvised opportunities to participate peripherally in ongoing activities of the 
community” (p. 68). In this study, the “newcomers” were Nathan Adams, Nick 
Christiansen, and Edward Justin, and the “ongoing activities of the community” were 
eight workshops, weekly video chats, and a five-day summer jazz residency, completed 
within 10 weeks. 
In this chapter, I present a cross-case analysis (Creswell, 2013; Merriam, 1998; 
Stake, 1995, 2006) that is related to all participants and my research questions. After 
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careful analysis of the data, the following themes emerged: finding time to practice, 
motivation, past experiences, confidence, and piano skills. After I present the cross-case 
analysis, I answer the research questions for this study based on my analyses. In chapter 
six, I will discuss the findings from this study related to the outside literature reviewed. 
To help contextualize how the themes relate to the research in this chapter, I provide the 
research questions here as a guide for the reader: 
1. What were the experience levels of each participant with jazz improvisation 
prior to entering the jazz community of practice during this study? 
2. Considering the periphery and movement toward the center of the jazz 
community of practice: 
a. How does each participant describe their identity as a jazz improviser 
and jazz educator? 
b. How do the participants describe the joint enterprise of the jazz 
community of practice? 
3. How have the attitudes of the participants, on the role and importance of 
teaching jazz improvisation and pedagogy, changed after the eight-week 
workshop and residency? 
4. How have the participants’ teaching practices, in their respective ensembles, 
changed as a result of participating in this study? 
Addressing the Major Themes 
The following themes emerged during my data analysis: finding time to practice, 
motivation, past experiences, confidence, and piano skills. Finding time to practice and 
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motivation were evident throughout the duration of the workshops. Each of the 
participants consistently commented that finding the time between the weekly workshops 
to work on the material assigned was problematic, and was often exacerbated by a lack of 
motivation to do the work. Although I stressed the importance of consistency of practice, 
rather than the amount of time invested, I never felt that the participants totally bought 
into the idea. My own visceral response to hearing and playing jazz, and my untiring 
desire to practice jazz, was not transferred to the participants during the workshops. 
Among the participants, there were different reasons why they did not devote enough 
time to practicing the material. As mentioned before, Nick was interested in obtaining 
information to give to his students, rather than developing the skills himself. Edward 
wanted to be able to execute the material on his trumpet, but needed a break from the 
rigors of the previous school year and could not devote the time each day to practice. 
Nathan wanted to be the best teacher for his students but was not passionate about 
learning jazz for himself; often, taking care of personal responsibilities was his priority. 
The participants’ past experiences and confidence were interrelated. Past 
experiences evoked fond memories, but more often they conveyed an embarrassing 
moment or two. During one of our last workshops, Nathan related an experience that 
highlighted these feelings: 
There is a feeling that comes along with immersing yourself in something like the 
jazz residency, and it’s that you feel like an idiot. Even doing a simple call and 
response . . . I’m standing there with my bass, that I normally feel very confident 
and competent on, and if someone starts to play anything more than a couple of 
notes, I am not able to reproduce the sound because I just don’t think or hear in 
that way. I don’t play by ear, as they say. I can’t play by ear on the spot, and it 
just makes me feel very awkward. (workshop transcription, July 21, 2017) 
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Throughout the workshop series, I was consistent in applauding each participant’s 
willingness to work on becoming a better jazz teacher. In addition to being supportive, I 
acknowledged the risks and feelings of vulnerability they conveyed when presented with 
new information, in particular, with some information they believed they should have 
known by now. I expressed my admiration for their willingness to put themselves in 
musical situations that they did not yet have the confidence or skill to execute. 
In my experience, it is of utmost importance to acquire functional piano skills to 
become an improvising musician. To facilitate this, I suggested they learn each melody 
on the piano first before transferring it to their primary instrument. I also suggested a 
system of voicing chord changes that would not only add depth to their understanding of 
the songs but also give them a system that they could share with their student pianists. 
Throughout the workshops, the lack of time to practice and the motivation to practice the 
piano were shared by all three participants. The general consensus was that as long as 
they had the information to give to their students, it was not necessary for them to invest 
the time to develop the piano skills. 
Based on the data collected and the themes that evolved out of the data, I have 
answered each of the research questions referencing the three participants. 
Research Question 1: What were the experience levels of each participant with jazz 
improvisation prior to entering the jazz community of practice during this study? 
Of all the participants, Edward Justin had the most experience teaching a jazz 
ensemble before beginning the study. He had played trumpet in a jazz rehearsal band and 
enjoyed listening to jazz, so he had developed sensibilities about jazz phrasing and 
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articulation, which he passed on to his students. However, by his own admission, Justin 
was not an experienced improviser and could only give his students limited information 
about developing their improvisational skills. Justin’s philosophy and passion for 
teaching music helped him prepare his jazz ensemble for concerts and competitions, but 
he relied on a few students in his jazz band, who were taking private lessons, to play all 
of the improvised solos.  
Nathan Adams, an accomplished classical double bassist, mentioned on several 
occasions during workshops that if he had not become a middle school teacher, his 
professional dream job would be playing double bass in a Baroque string ensemble. His 
devastating experience in middle school kept him from playing jazz music and in 
particular jazz improvisation until he became an educator. Nathan entered this study with 
a handful of tools he picked up from several years of volunteering at a summer jazz 
camp, but he had little experience as a jazz improviser. During our initial meeting, 
Nathan said, “jazz is like a weak second language for me; I know a few words, but I can’t 
have a conversation.” He was able to construct a minor blues scale and had a cursory 
knowledge of II-V-I changes. Nathan mentioned several times during the workshops that 
he took on the challenge of participating in the study because of his desire to teach better 
than he had been taught. However, he had little personal passion for jazz music and the 
thought of having to improvise usually caused him to relive his middle school experience. 
Teaching marching band was Nick Christiansen’s passion. As a French horn 
player, he had few opportunities to play jazz or improvise. Although Nick played trumpet 
in his high school jazz band, he considered himself a novice improviser. Nick was a 
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passionate teacher, but self-admittedly did not have the skill set needed to teach 
improvisation. As such, he hired music coaches and relied on their expertise to teach his 
students jazz and improvisation. 
Research Question 2a: Considering the periphery and movement toward the center 
of the jazz community of practice, how does each participant describe their identity 
as a jazz improviser and jazz educator? 
At the beginning of the workshops, none of the participants identified as a jazz 
improviser. The research suggests that from the participants’ perspective, those 
perceptions had not changed significantly. Although the participants acknowledged some 
improvement in their improvisation skills throughout the study, they still considered 
themselves to be novice jazz improvisers. From my observations, their growth as 
improvisers was significant. The participants progressed at different rates; but their 
performances at the final concert of the five-day summer jazz residency suggested that 
their knowledge of and understanding of jazz, and their improvisational skills, had 
improved over the 10 weeks, as a result of this study. 
Nick played the French horn at the residency instead of his trumpet and 
demonstrated an improved sense of form and structure in his solos. The sound of his horn 
in the ensemble added an orchestral quality to the jazz group. Edward, despite still trying 
to play too many running eighth notes, successfully navigated the chord changes while 
displaying—despite his perceptions—a high level of confidence. Nathan, who had 
demonstrated the least amount of confidence about improvising, was surprising. During a 
rendition of Miles Davis’s “So What,” a song we learned in the workshop, Nathan played 
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a beautiful melodic bass solo with excellent timing and harmonic structure. His solo 
demonstrated musical maturity and improved use of jazz vocabulary. Afterward, listening 
to a recording of the performance, Nathan said, “you know, listening to that recording, 
it’s hard to believe I was the bassist.” 
Throughout this study, my premise was that, as jazz educators, we cannot teach 
jazz music without teaching improvisation. Teaching a big band to phrase together and 
swing does not reflect the aesthetics of jazz music if the musicians are playing prewritten 
solos and not improvising. In discussing the history of jazz in schools, Goodrich (2005) 
noted: 
With the jazz big band as the dominant ensemble in school jazz programs, jazz 
big band charts have parts written out, including the bass line, chords on the piano 
and guitar parts, and drum set parts (although crude in some cases). Solos are 
written out as well, and because of this, the improvisation element of jazz culture 
sometimes receives low priority. (p. 220) 
Improvisation is the central component in the study of jazz (Campbell, 2009; Coker, 
1998; Demsey, 2000; Palmer, 2014), as well as this study. Coker (1989), reluctant to add 
yet another definition of jazz to the literature, nonetheless listed seven elemental aspects 
that describe jazz, the second of which states that “the key element of jazz is the craft of 
improvisation” (p. 14). Demsey (2000) wrote, “Improvisation is at the very center of the 
jazz experience. In many ways, improvisation gives jazz a unique place in Western 
music” (p. 788). 
Each of the three participants expressed they had little to offer their students 
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regarding their personal identity as a jazz musician, improviser, and educator prior to the 
study. However, based on post-study observations, all of the participants showed 
pedagogical improvement as a result of their participation in the workshops and jazz 
residency.  
Edward had the most experience teaching jazz prior to the study. As we 
progressed through the workshops, Edward commented that he was beginning to 
understand jazz theory and was looking forward to sharing his new knowledge with his 
students. He just wanted to keep up with his students, many of whom were taking private 
lessons. Edward suspected some of his students knew more than he did about music 
theory as it related to jazz improvisation. Edward identified as a strong big band teacher; 
he knew how a jazz big band should sound and was able to convey that to his students. In 
spite of this, he was not able to offer his students much more than the blues scale when 
teaching improvisation. 
Nathan taught two distinct jazz ensembles but did not feel he was effective when 
teaching his students how to improvise. He learned a few teaching strategies when he 
helped out at the five-day summer jazz residency, but for the most part, he relied on his 
students’ private teachers to teach them jazz improvisation. When I visited Nathan’s 
classroom before the workshops began and heard his jazz ensemble play Jobim’s 
“Wave,”  I noticed that the students were able to quote the melody in their solos and play 
other ideas in the key of the song. However, when the song modulated during the bridge, 
they were unable to incorporate the harmonic changes in their solos. Nathan explained to 
me that he had little more than the blues scale to offer his students when teaching 
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improvisation. 
Nick’s abilities were more like Nathan’s than Edward’s in the context of teaching 
jazz. To get through the jazz ensemble concert schedule, he relied on easy swing, Latin, 
and funk charts with written sampled solos. Before participating in the study, Nick’s 
focus on teaching both improvisation and theory was minimal. Like the other 
participants, he did not have the playing skills to improvise so he could not offer his 
students a formal framework for them to approach learning jazz improvisation. 
Research Question 2b: Considering the periphery and movement toward the center 
of the jazz community of practice, how do the participant describe the joint 
enterprise of the jazz community of practice? 
The joint enterprise in this jazz community of practice was cultivated by the 
participants learning and interacting with each other during the workshops. “A strong 
community fosters interactions and relationships based on mutual respect and trust” 
(Wenger, McDermott, & Snyder, 2002). 
Nick had positive things to say about working with the other participants during 
the study. He thought that they all had a good relationship and he would enjoy the 
opportunity to play music with them in the future. Nick saw himself as a fairly 
competitive person and viewed Edward as having more experience than he, both in 
teaching and playing jazz. Nick said: 
Having Ed right there made me want to step up my game. You know, with my 
competitive nature, having the other guys in the room made me want to do better. 
When those guys started asking their questions, it often made me think, oh gosh, I 
didn’t think of that, and their responses engaged me. So, it was good having other 
people come up with questions, comments, or concerns that I might not have. And 
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that’s always going to make for a better experience overall. (post-study interview, 
September 16, 2017) 
 
Edward thought the participants were all good guys and worked well together. 
Regarding Nathan, Edward said, “He was kind of a goofy guy, self-admittedly, and was 
obviously very aware of being an orchestral player, and that kind of drew him away from 
taking risks such as improvising.” Edward shared his opinion about Nick. He said, “I 
think Nick was obviously there for certain reasons but was not always 100% percent 
involved, but he’s obviously a really great musician and a strong player.” Continuing, 
Edward added: 
As dudes, I like them both very much. I think that they were both very supportive. 
I’m not sure if academically or theoretically either of them provided me 
personally with very much throughout the experience. We were all just kind of on 
our own path of better understanding and self-development. (post-study interview, 
September 10, 2017) 
 
Nathan remarked, “I like the other guys. I wish Nick had been more available for 
video meetings and stuff because it was interesting to open up with Justin about the 
challenges we faced.” Nathan also commented that, as part of the study, he felt an 
obligation to participate and be available because they were a team. (post-study 
interview, September 9, 2017) 
Research Question 3: How have the attitudes of the participants, on the role 
and importance of teaching jazz improvisation and pedagogy, changed after the 
eight-week workshop and residency? 
Throughout the workshops, I continually stressed to the participants the 
importance of teaching improvisation to their students. Baker (1979) wrote, “In this 
enlightened age, I think that most people involved even peripherally with jazz education 
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will admit that improvisation is the sin qua non of jazz” (p. 14). 
During our post-workshop interview, Nathan told me he was excited to start 
teaching again after the summer break. He said with confidence: “Now I feel like I can 
take my jazz kids down a path.” In addition, he hoped to incorporate a few of the songs 
we worked on in the workshops. 
When answering my interview questions, Nathan’s comments tended to focus on 
improvisation in general and not specifically on aspects of jazz improvisation. His 
remarks touched on the importance of teaching improvisation, but he also expressed 
concern for broadening the scope of music education. “I believe we’re moving toward a 
time where, if music education stays too classical, it’s only going to appeal to the elderly, 
and I’m not sure that the next generation of elderly will necessarily be that into it.” 
Nathan’s account of his personal music education training highlights a concern regarding 
undergraduate music education today; the lack of instruction in improvisation. 
I am actually really bothered that I could get a bachelor’s AND a master’s degree 
in music without being asked to improvise. I understand that reading is critical, 
technique is important, and there are only so many hours in a day, but everyone 
should have to improvise. It feels like the other half of complete musicianship, 
and I am only just scratching the surface. (post-study interview, September 9, 
2017) 
 
Edward told me he had developed an increased appreciation for teaching jazz and 
improvisation as a result of participating in this study. Reflecting on his teaching career, 
he commented, “It’s kind of one of those things I look back on now and wonder how I 
taught jazz band for 15 years and did not teach improvisation. They certainly go hand-in-
hand.” He continued: 
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I always wondered, even though I’ve had good bands in the past, why they always 
lacked that certain spark or why they were always just slightly trailing some of 
those really great bands that I’ve seen. Now it seems obvious. Once your kids 
start learning improvisation, they start hearing the vocabulary. Then their 
performance in the ensemble will also imitate and reflect some of that deeper 
knowledge. You know, they’ll swing harder, their articulation will be better, and 
just their general style and feel will improve. So, yeah, I think it’s [teaching jazz 
improvisation] really important. (post-study interview, September 10, 2017) 
 
When Nick and I spoke after the study, I asked him if his perception about the 
importance of teaching improvisation had changed as a result of his participation in the 
workshops. My impression was that being in the study certainly reinforced his feelings, 
but that his past experiences also confirmed his beliefs. Nick said:  
I think that every time you go to a jazz festival or a camp and you see what some 
of the students are able to accomplish, it always drives home the importance of 
teaching improvisation. I think the role of improvisation is critical in jazz, but it’s 
easy to drop off when teaching more classical music. But if we taught 
improvisation to classical musicians it would serve the same purpose, and that is, 
helping the students to get more inside the music from a harmonic standpoint. So 
yeah, I feel that teaching improvisation is much more important now than before 
the study; and it will have a much more prominent role in my teaching. (post-
study interview, November 8, 2017) 
 
Research Question 4: How have the participants’ teaching practices, in their 
respective ensembles, changed as a result of participating in this study? 
In Chapter Four, I recounted my post-workshop visit with each participant and 
described what I observed. Through those observations, I portrayed how the participants 
used what they had learned from their professional development workshops during their 
jazz band rehearsals. In answering this question, I will present my interpretation and 
analysis about how the participants incorporated into their teaching practice the 
information, techniques, and concepts they learned during this study. 
Overall, each participant modified how they were conducting their rehearsals 
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compared to before attending the workshops. In addition to using some of the information 
learned during the study and jazz residency, each participant exhibited more confidence 
in presenting the information to their students. Based on my experience teaching Edward, 
Nathan, and Nick, and analyzing the data collected, I could not help but wonder how 
much more they might have been able to incorporate into their jazz programs had they 
accomplished each of the established weekly goals. When teaching jazz pedagogy and 
improvisation, there is an abundance of information that teachers can just pass along to 
their students. However, from my experience as a professional musician and educator, 
being able to model the concepts and techniques one is presenting to their students brings 
their teaching to a much higher level and gives them legitimacy in their individual 
community of practices—their classrooms. 
Of the three participants, Edward not only began this study with the most 
experience teaching jazz repertoire, he was also able to incorporate more of the 
information acquired during the study, than either Nathan or Nick. Edward was still 
warming up his jazz band with exercises around the cycle of fourths, as he did prestudy, 
but he added other elements he learn from the study; playing the roots of each chord in a 
progression and playing the thirds and sevenths of each chord. Also, when playing the 
blues, Edward placed more emphasis on making sure everyone in his ensemble had an 
opportunity to improvise. I also observed that his students were more engaged in the 
rehearsal, especially when others were improvising. 
Since the end of the study, Nathan has sent me two emails saying that he has been 
using the material he learned in the workshop and that he thought his students were 
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playing better because of it. During the study, Nathan often expressed how reluctant he 
was to introduce theory to his students and felt that they would exit en masse from his 
instrumental program to take an elective that was more fun. However, post-study, with 
his apprehension aside, and possibly with his desire to be a better teacher for his students, 
Nathan talked to his students about learning their scales and key signatures and also made 
sure to work through the notes of each chord in a solo section. Nathan was making a 
conscious effort to teach his students about chords and how they functioned rather than 
instructing them to play a specific scale, as he had done prestudy. 
Similar to my experience visiting Nathan, Nick had not introduced any of the 
songs we had worked on during the study, but stressed to his students the importance of 
knowing their chords and the theory behind chord construction. Nick also taught his 
students a chord/scale pattern he had learned at the jazz residency, and said to them 
something I often repeated during the study; to develop the concept and vocabulary 
needed for improvisation, listening to experienced jazz improvisers is compulsory. 
Chapter Five Summary 
In this chapter, I presented a cross-case analysis that is related to all participants 
and my research questions. I discussed the themes that emerged from my data analysis, 
which included finding time to practice, motivation, past experiences, confidence, and 
piano skills. In addition, based on the review and interpretation of the collected data, I 
answered the research questions that guided this study. 
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CHAPTER SIX: Discussion 
In this chapter, I discuss the significant findings from the within-case and cross-
case analyses, in connection with the related literature and professional development 
practice. The findings of this study suggest that creating a community of practice as an 
effective situated learning environment enhances professional development. According to 
Borko (2004), “strong professional communities can foster teacher learning and 
instructional improvement” (p. 6). Desimone et al. (2002) stated, “active learning 
opportunities increase the effect of professional development on teacher’s instruction” (p. 
81). They also noted several features of professional development that could be effective 
in changing a teacher’s practice. One core feature was the opportunity for teachers to 
become actively engaged in activities that were consistent with the teacher’s goals and 
were focused on specific content knowledge. Gulamhussein (2013) wrote, “research 
suggests that there’s an exceptionally strong relationship between communal learning, 
collegiality, and collective action (key aspects of professional learning communities) and 
changes in teacher practice and increases in student learning” (p. 24). Moore & Griffin 
(2007) stated, “all respondents agreed or strongly agreed that the understandings gained 
from Learning Community experiences were helpful for their professional development” 
(p. 52). The researchers used the terms active learning, collective participation, and 
mentoring, which are all elements of situated learning—a community of practice—that 
was experienced by the participants in this study. 
The jazz community of practice, in which the participants and I immersed 
ourselves, was the focus of this study. The weekly workshops, video chats, and the five-
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day summer jazz residency created a community in which the participants and I were in 
close contact with each other. In this jazz community of practice, the participants were 
not merely passive observers in the learning process, but were asked to do the work and 
develop the skills I presented to them—a key aspect of any authentic community of 
practice (Lave & Wenger, 1991; Wenger, 1998).  
My Role as Broker 
I first sought to discover the prior experiences of the participants with jazz. 
Despite their initial position on the periphery of the jazz community of practice, as the 
broker, I was able to guide and mentor the participants as they connected common 
components of music with the new information being presented to them over the course 
of this study. Brokers and boundary objects are vital components in a community of 
practice. Wenger (1998) described the job of a broker as complex:  
It involves processes of translation, coordination, and alignment between 
perspectives. It requires enough legitimacy to influence the development of a 
practice, mobilize attention, and address conflicting interests. It also requires the 
ability to link practices by facilitating transactions between them, and to cause 
learning by introducing into a practice elements of another. (p. 109) 
In my capacity as the primary broker, I was able to give legitimacy to the jazz 
community of practice under examination because of my background as a jazz musician 
and educator. In addition, my classical flute and saxophone experience allowed me to 
help the participants negotiate their journey from their classical music communities of 
practice to the jazz community of practice.  
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In later research, Wenger, McDermott, and Snyder (2002) refined the term 
“broker” to include different kinds of brokers within a community of practice. These 
include “technology broker,” “network broker,” and “information broker”; and they also 
described new positions or titles for members of a community, including “community 
coordinator” and “thought leaders.”  
Wenger et al. (2002) listed several key functions of the community coordinator. 
They encompass fostering the development of community members, and building the 
community of practice, “including the knowledge base, lessons learned, best practices, 
tools and methods, and learning events” (p. 80). Wenger et al. emphasized that “. . . the 
most important factor in a community’s success is the vitality of its leadership. The 
community coordinator is a member of the community who helps the community focus 
on its domain, maintain relationships, and develop its practice” (p. 79). 
In accordance with Wenger et al.’s (2002) description, because I designed the 
curriculum for the study, coordinated all of the activities—including setting up the 
workshops and video chats—and disseminated the information to the other members, I 
occupied multiple positions in this jazz community of practice; at a minimum, 
“participant,” “information broker,” and “community coordinator.” In addition, I 
provided leadership, as noted by Wenger et al., by fostering the relationship of the 
participants and the jazz community of practice. 
A boundary object “supports connection and collaboration but does not force 
consensus of meaning” (Wenger-Trayner, Fenton-O’Creevy, Hutchinson, Kubiak, and B. 
Wenger-Trayner, (Eds.) 2015). In our jazz community of practice, we shared several 
  
207 
boundary objects, such as music notation, the ability to read music, and a knowledge of 
music in general, all of which supported our collaboration. Another boundary object, that 
of facility on our primary instruments, aided in gaining an understanding of the workshop 
concepts. 
Identity and Joint Enterprise 
Lave and Wenger (1991) declared that “learning involves the construction of 
identities” (p. 53). As the participants in our jazz community of practice progressed 
inward, from the periphery toward the center of the community, not only were they 
developing and incorporating new skills and knowledge, but their identities were 
changing as well. Greater understanding of jazz theory and practices gave the participants 
more confidence in their teaching and playing abilities. The process of learning—moving 
from the periphery of a community of practice toward full participation in the 
community—resulted in a change in the collective identity of the community, as well as 
in the identities of the individual members of the community (Lave, 1991; Lave, 1996; 
Lave & Wenger, 1991). In discussing learning as a product of engagement in a 
community of practice, Wenger (2010) asserted that “[t]hrough learning, the landscape 
[community] shapes our experience of ourselves: practices, people, places, regimes of 
competence, communities, and boundaries become part of who we are. Identities become 
personalized reflections of the landscape of practices” (p. 184).  
As I stated in Chapter One, learning jazz is more than making meaning out of 
jazz; it requires identifying as a jazz improviser. Before participating in this study, 
Edward, Nathan, and Nick did not view themselves as jazz improvisers. If they had, they 
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would not have met the criteria for participation. Of the three, only Edward considered 
himself to be a jazz educator. After his experience in this study, however, he realized that 
teaching improvisation is a key component of jazz education, without which one is 
merely teaching advanced ensemble reading and rhythm, that may or may not groove. 
“Even with time being of the essence in most high school and college situations, the band 
director, if he is to have a valid jazz band, must find time and resources to teach 
improvisation. He must be made to see that a written solo is not, by definition, jazz” 
(Baker, 1979, p. 14). 
With respect to the participants’ movements within a community of practice, 
Wenger, McDermott, and Snyder (2002) wrote: 
Over time, they [the participants] develop a unique perspective on their topic as 
well as a body of common knowledge, practices, and approaches. They also 
develop personal relationships and established ways of interacting. They may 
even develop a common sense of identity. They become a community of practice. 
(p. 5) 
The demonstration of competence, both individually and collectively, is a key 
element of a community of practice (Wenger, 1998). In discussing my findings 
concerning the joint enterprise of the jazz community of practice, a clearer definition of 
competence is required. Wenger (2000) stated that a community of practice defines 
competence by combining three elements: 
First, members are bound together by their collectively developed understanding 
of what their community is about and they hold each other accountable to this 
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sense of joint enterprise. To be competent is to understand the enterprise well 
enough to be able to contribute to it. Second, members build their community 
through mutual engagement. They interact with one another, establishing norms 
and relationships of mutuality that reflect these interactions. To be competent is to 
be able to engage with the community and be trusted as a partner in these 
interactions. Third, communities of practice have produced a shared repertoire of 
communal resources—language, routines, sensibilities, artifacts, tools, stories, 
styles, etc. To be competent is to have access to this repertoire and be able to use 
it appropriately. (p. 229) [emphasis in original] 
The joint enterprise of the jazz community of practice in this study evolved 
throughout the 10 weeks of this study. At home, the participants worked and practiced 
alone; but in our weekly workshops and video chats, engagement in the jazz community 
of practice encouraged the sharing of thoughts, ideas, and questions, which in turn helped 
to inform the community as a whole. At various times in the post-workshop interviews, 
each participant noted the benefit of having the others to rely on. By asking questions, 
making comments, and playing music in each other’s presence, the participants’ 
contributions were essential to the joint enterprise of the community. 
Evolving Attitudes Towards Jazz Improvisation 
Researchers have discovered that the study of improvisation is often overlooked 
in music education (Azzara, 2002; Baker, 1980; Campbell, 2009; Clarke, 2002; Dobbins, 
1980; Moore 1992). This deficiency, in combination with the lack of access to jazz 
instruction for music education majors and preservice music teachers, continues to have a 
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negative impact on the teaching of jazz and improvisation in secondary schools (Balfour, 
1988; Fisher, 1981; Kelly, 2013; Knox, 1996; Treinen, 2011). The importance of learning 
to improvise as a component of a student’s overall musical development is an additional 
topic of published research (Baker, 1980; Campbell, 2009).  
Campbell (2009) observed that “More than any other experience, improvisation as 
an instructional technique allows music students to receive a holistic musical training in 
which music theory, ear training, and performance can be woven together in an 
information-rich context” (p. 133). The jazz musician and educator David Baker also 
encouraged the use of improvisation in the process of learning music. Baker (1980) 
stated: 
One of the most important reasons for using improvisation as a means of music 
learning is the total involvement necessary on the part of both teacher and student. 
Passivity is one of the greatest deterrents to learning on any level. Creating 
situations in which a student is permitted and encouraged to experience and to use 
new information as he or she acquires it can only speed and enhance the learning 
process. (p. 42) 
Prior to this study, each participant expressed regret at their lack of 
improvisational skills and the consequent inability to impart knowledge about 
improvising to their students. Edward had been teaching jazz repertoire in high school for 
15 years without teaching improvisation; the most that both Nathan and Nick could pass 
along to their students was how to play a blues scale. As passionate musicians and 
teachers, however, they each reported that they have a new appreciation for the 
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importance of teaching jazz improvisation, as they expressed in their individual post-
workshop interviews. For example, Nathan said, “it [improvisation] feels like the other 
half of complete musicianship.” He indicated that he was looking forward to starting 
school and teaching improvisation not only to his jazz band students but also to his 
orchestra students. Edward said that he now realizes that in the process of his students 
learning to improvise, they will be listening to more jazz, which will result in them 
playing jazz more authentically, even when reading charts. Nick said he was glad to 
finally have information and techniques to help him teach his students to improvise, and 
added that he was excited to be able to give his piano players a system of voicing chords 
that was easy to understand and had a contemporary sound and feel.  
Incorporating What They Learned 
At the core of this study, I wondered if jazz improvisation could be learned as part 
of professional development and whether the participants would take what they learned 
and use it with teaching their students. Based on my post-study visit with each participant 
at their respective schools in combination with an analysis of the data, I observed that, to 
varying degrees, each incorporated information, concepts, and techniques from the 
workshops and summer jazz residency into their school curriculum. Although I was 
encouraged with the progress made by the participants in this study, I questioned how 
much information they would retain from these workshops and be able to pass along to 
their students. Gulamhussein (2013) addressed whether teachers can change their 
teaching practice and posited: 
Professional development can no longer just be about exposing teachers to a 
  
212 
concept or providing basic knowledge about a teaching methodology. Instead, 
professional development in an era of accountability requires a change in a 
teacher’s practice that leads to increases in student learning. (p. 6) [emphasis in 
original] 
Gulamhussein’s (2013) main findings included the following: 
• The duration of professional development must be significant and ongoing 
to allow time for teachers to learn a new strategy and grapple with the 
implementation problem. [emphasis in original] 
• There must be support for a teacher during the implementation stage that 
addresses the specific challenges of changing classroom practice. 
• Teachers’ initial exposure to a concept should not be passive, but rather 
should engage teachers through varied approaches so they can participate 
actively in making sense of a new practice. 
• Modeling has been found to be a highly effective way to introduce a new 
concept and help teachers understand a new practice. 
• The content presented to teachers shouldn’t be generic, but instead 
grounded in the teacher’s discipline (for middle school and high school 
teachers) or grade-level (for elementary school teachers). (p. 3) 
Gulamhussein’s (2013) findings define the design of this study. The first finding, 
regarding the duration of professional development was the aspect of the study I would 
have liked to have had more time to explore with the participants. While the 
approximately 19 workshop hours, eight video chat hours, 40 hours spent at a summer 
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jazz residency, and uncounted hours in practice at home, spread over a span of 10 weeks, 
constitute a significantly large time investment for a professional development workshop, 
it is not, unfortunately, a lot of time to investigate the art of jazz improvisation. However, 
considering that the study took place right after the participants had completed a year of 
teaching, taking10 weeks out of their summer break was a lot to ask of them. If each 
participant continues to develop the practices presented to them during the study, I am 
optimistic they will continue to grow as improvising musicians and teachers of 
improvisation. 
Every other finding in Gulamhussein’s (2013) study was reflected in this study. 
The participants had my whole attention and support for the duration. They certainly 
were not passive as new information was introduced, and I modeled everything they were 
asked to learn, both during the workshops and in video and audio recordings. As to 
Gulamhussein’s last finding, the content of the study’s professional development 
activities—the workshops, video chats, and jazz residency—were specific to the goal of 
teaching the participants the art of jazz improvisation. Again, the goal of this professional 
development activity was to give the participants a system and the information to 
successfully and efficiently embark on the journey to becoming improvising musicians, 
and to be able to share the experience of that journey with students. 
Though I observed the participants teaching during my post-workshop visits, what 
I cannot know and do not have data to support, is to what degree has the participants’ 
involvement in this study led to an increase in student learning. To determine that would 
have required some pretest and post-test measurements, which was beyond the scope of 
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this study. 
Implications and Recommendations 
The implication of this research into learning jazz pedagogy and improvisation 
can be stated as follows: As a potential professional development opportunity, working 
under the direction of a professional jazz musician within a community of educators may 
be effective in improving both one’s knowledge of, and ability to competently model, 
jazz performance. Learning the nuances of jazz pedagogy and improvisation is most 
effective when one is in the presence of a mentor who can model the style, tone, and 
phrasing of the music. Berliner (1994) stated: 
With respect to the technical aspects of jazz, mentors typically create a congenial 
atmosphere for learning by conveying the view that student and teacher alike are 
involved in an ongoing process of artistic development and that the exchange of 
knowledge is a mutual affair. (p. 41) 
For teacher professional development, the implications of this particular study 
indicated that immersing oneself in a community of learners, over a protracted length of 
time, is useful in producing a change in teaching practice. The research of Adler (2000); 
Borko (2004); Garet et al. (2001); Graven (2002); Grimmett (2014); Gulamhussein 
(2013); and Hookey (2002) supports the professional development implications of this 
study. Connecting professional development and social learning, Adler suggested, 
“learning to teach is usefully understood as a process of increasing participation in the 
practice of teaching, and through this participation, a process of becoming knowledgeable 
in and about teaching” (p. 37). The results of Borko’s (2004) research indicated that 
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intensive professional development could increase teacher knowledge and change 
teaching practices. 
Informed by the research of Lave and Wenger (1991), Armstrong (2004) argued, 
“Learning is dependent upon transactions with others, and the context develops and 
frames the understanding and interpretation of learners, and the interactions among the 
participants constitutes learning” (p. 19). Hookey (2002) listed four meanings of 
professional development as it relates to teacher education:  
• professional development as a process of personal professional change, 
• professional development as the set of activities designed to promote 
personal professional change, 
• professional development as a lifelong project, 
• professional development as an over-arching framework for professional 
change. (p. 888) 
At a fundamental level, professional development refers to the change in a 
teacher’s knowledge base and actions. When designed around a community of 
practitioners, professional development creates a framework of knowledge and support 
for all the participants. I question if the results of this study would have been as positive 
had it not been for the interactions we experienced within our community of practice. 
Learning how to play jazz and improvise is a life-long endeavor, impossible to 
complete in 10 weeks. What can be achieved in 10 weeks, however, is the instilling of an 
interest in the art of jazz improvisation, as well as the establishment of a framework to 
help teachers organize material, learn best practices, and begin to mentor their students in 
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the art of jazz improvisation. 
I encourage other music teachers who lack experience in jazz but are charged with 
teaching a jazz ensemble to pursue learning how to improvise. “Improvisation integrates 
the individual facets of a musician’s training . . .” (Campbell, 2009, p. 133). The methods 
and procedures presented throughout the eight workshops can be used to develop other 
professional development workshops. If you are a music teacher but a novice jazz 
musician, find a mentor who can model how jazz should sound and be played. If you are 
an experienced jazz musician, encourage other teachers to join you in a professional 
development workshop. Also, there are a plethora of websites and podcasts aimed at 
teaching jazz improvisation to the novice jazz musician. There are Skype lessons offered 
by many incredible jazz musicians, as well as jazz video lessons to which one can 
subscribe. 
Those who have had a previous experience improvising that did not go well 
should not let that deter them from learning now. Embarking on a course of jazz studies 
may result in a change in one’s motivation and confidence. As I have shown throughout 
the workshops, regardless of what instrument one plays, making the piano an integral part 
of his or her studies will help them to learn repertoire, better understand music theory, 
and help improve his or her musical ear. Though it goes beyond the findings of this study, 
unfortunately, I have not found a remedy for finding the time and motivation to practice. 
The participants in this study were passionate teachers, but during the workshops, they 
were learners again and with their busy schedules, struggled to find the time to get their 
work done. What I try to do is to make sure I play something on my instrument daily. 
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What I have found is that the length of my practice session is far less important than the 
consistency of my practicing. 
It is often true that unprepared, unaware, and inexperienced instrumental music 
teachers are pressed into teaching jazz ensembles in middle and high school. Almost 40 
years ago, Baker (1979) wrote that jazz educators and potential jazz educators come from 
one of three backgrounds: “(1) jazz performers with little or no teaching background; (2) 
teachers with little or no jazz performance background; [and] (3) classical 
performers/educators with little or no jazz background” (p. viii). Baker hoped that the 
proliferation of colleges offering jazz courses in the late 1970s would produce future 
music educators who had benefited from studying jazz in college, thus better preparing 
them to teach the music. Unfortunately, the research presented in this study finds that 
undergraduate music education majors, for the most part, are not required to study jazz 
pedagogy or improvisation, and therefore earn their degrees without developing the skills 
needed to teach jazz music and improvisation. 
I have always approached learning jazz improvisation as one would learning any 
language. A second-grade English teacher or a ninth-grade Spanish teacher is not overly 
concerned with developing creatively adept writers. The first order of business is basic 
competency in vocabulary and sentence structure. Learning jazz “requires some basic 
fundamental skills and a grasp of the language. Without understanding the syntax and 
grammar of jazz music and styles, one is reduced to non-volitional choices” (Baker, 
1979, p. 1).  
In outlining the approach to this professional development workshop, I decided to 
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present seven jazz standards, and to focus on investigating each song melodically, 
harmonically, and rhythmically. The question I posed consistently throughout the 
workshops was, “What does this song have to teach us?” I structured the workshops so 
that the lessons learned from studying each song were cumulative, that the participants 
were able to build upon their knowledge and experience as they moved on to each 
successive song. 
 If there was a style of jazz or a subgenre of jazz that informed my approach to 
developing the workshops and organizing the material, it was bebop. The melodic and 
harmonic vocabulary of bebop is evident in most contemporary jazz. Baker (1987) 
argued, “Almost all the later styles—cool, hard bop, funky, contemporary mainstream 
(4ths, pentatonics, angularity, etc.), third stream, fusion, etc.—have all borrowed liberally 
from the language, structure, syntax, grammar, gestures, etc., of bebop” (Preface section, 
para. 4). Results from Demsey’s (2000) research found that “most agree that bebop was 
central to the development of modern jazz” (p. 794).  
Teaching instrumental music in a secondary school can easily become an all-
consuming job. A fulltime middle or high school instrumental music teacher, teaching 
multiple performing ensembles, barely has the time to prepare repertoire, let alone learn 
how to teach improvisation. In addition to concerts at school, many instrumental teachers 
in California choose to participate in competitions, band reviews, festivals, and parades. 
A performance schedule as rigorous as Edward Justin’s 2017-18 schedule at Prairie High 
School (Appendix S) is enough to exhaust even the most energetic and passionate 
instrumental music teacher. For his jazz band alone there were nine scheduled 
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performances—and Edward teaches five other performing ensembles as well. There were 
close to 70 rehearsals/performances outside of regular class time on the Prairie High 
School school-year performance schedule. 
Middle and high school instrumental teachers who want to develop a stronger jazz 
program, may need to achieve a balance between teaching jazz and improvisation and 
attending festivals. If one’s goal is to win competitions, then one will always feature 
one’s best improvisers, and the second alto or second tenor player, or the third trumpet 
player, may never get an opportunity to learn how to improvise. 
The Need for Future Research 
Based upon the findings of this particular study, utilizing professional 
development to educate music teachers who lack experience in jazz performance and 
improvisation is a goal worth pursuing. However, the answer to fixing this issue in 
California—and in other states as well—may well lie in a revamping of undergraduate 
music curriculum overall. 
The participants in this study reported having little experience with learning how 
to improvise and how to teach jazz in their prior experiences with education. Research 
has shown that the lack of jazz improvisation instruction in undergraduate music 
programs has impacted the teaching of improvisation in secondary schools (Ake, 2002; 
Baker, 1980; Dobbins, 1980; Sarath, 2002). Offering undergraduate classes in jazz 
pedagogy and improvisation may help; but if those classes are not required for 
graduation, music educators will continue to teach subjects they are ill-equipped to teach. 
Campbell et al. (2014) researched and produced a manifesto for changing the 
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undergraduate music major curriculum. A task force met periodically over an 18 month 
period to craft rational “recommendations for advancing the undergraduate preparation of 
music majors. The task force pursued this mission in view of graduates’ potential for 
successful participation and leadership in contemporary and evolving musical cultures” 
(p. 1). 
Fisher (1981) argued, “Even today the great majority of universities with music 
education curricula give the future music educator nothing that resembles a formal 
background in the specialized techniques needed to develop a creditable sounding jazz 
band” (p. 11). Even more striking, Fisher lamented, “Without a jazz curriculum mandate 
within the general requirements for a music education degree the future music educator’s 
knowledge concerning the music of his own native American culture is left to chance” 
(pp. 120–121). If college administrators, and those responsible for designing and 
implementing music education curriculums, followed the recommendations noted in 
previous research studies, perhaps we would start to see a change in music teaching 
practices. 
One of the questions guiding this study was whether the participants identified as 
jazz improvisers and jazz educators. Though beyond the scope of this study, the issue of 
identity in relation to jazz improvisers and educators warrants further research. Wenger 
(1998) defines identity as the change in who one is, which results from learning in 
combination with one’s personal history of becoming within a community (p. 5).  
Prior to this study, I knew I was an improvising musician; post-study, I know it 
still. That belief is part of the fabric of my being. Whether I am a good or lousy 
  
221 
improviser has no bearing on my belief; I just know I can improvise in diverse styles of 
music. There was a time in my musical development in which I could not improvise, but I 
never thought that I could not learn the skills needed to improvise, that I had to have been 
born with the improvisation gene to develop those skills. Does one’s self-identification 
make a difference in how one learns? Does negative self-talk about a subject one is 
studying affect the capacity to learn that subject? Specific to this study, do musicians who 
self-identify as nonimprovisers affect their own ability to learn the art of improvisation? 
These questions came up from time to time and bear investigation.  
Unfortunately, in the era of Common Core education standards, within secondary 
school music programs there can typically be found a single band director teaching 
multiple ensembles, for which the teacher may not have been trained. It is to be hoped 
that the dogmatic approach to college and university music education programs can 
undergo an intelligent and holistic—and much-needed— overhaul. Sarath (2002) 
addressed this issue and stated: 
European repertory leave little room for experiences in improvisation, 
composition, technology, and multiethnic musicianship—to list some of the areas 
most commonly cited to be lacking. As a result, many students graduate with little 
or no training in skill domains that will be important to their professional careers. 
(p. 188) 
Considering that a desired outcome of teacher professional development is an 
increase in student learning, perhaps future researchers could investigate how and what 
teachers implement as a result of their jazz professional development opportunities. 
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Researchers may also want to consider a longitudinal study of music teachers, who 
participated in extended professional development sessions, and see how—if at all— they 
implemented their new knowledge into their classrooms. In addition, with a pre-test and 
post-test design, a study could involve the measurement of student learning as a result of 
extended teacher professional development workshops. Finally, since this study was 
limited to one group of participants, a large scale study involving multiple teachers 
throughout California could provide useful data to continue this inquiry into professional 
development. Such a study could help address the issue of a lack of teacher preparation in 
jazz pedagogy. 
Conclusions 
Throughout my doctoral course work at Boston University, the subject of 
professional development was not of interest to me until my last class with Dr. Susan 
Wharton Conkling and Dr. Karin Hendricks. It was then that I connected the idea with 
my own experience. In my many years of coaching middle and high school jazz 
ensembles, I have personally seen how instrumental teachers’ lack of improvisational 
skills prevented many students from learning the essence of playing jazz.  
The knowledge and techniques presented to the participants in this professional 
development workshop put them on a course to becoming improvising musicians, as well 
as better, more experienced teachers. It is my hope that they realize that their 
development as improvisers depends on their continued practice; that if they follow the 
system taught in the workshops, methodically investigating one song at a time and 
learning the lessons each song offers, both they themselves, as well as their students, will 
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greatly benefit.  
What I did not anticipate at this study’s inception was the profound effect the 
professional development experience would have on me. Throughout the study, my 
focus, naturally, was on teaching the participants and collecting data. It was only 
afterward that I realized how transformational it was to have been a participant myself in 
this jazz community of practitioners. My previously amorphous thoughts and ideas about 
how to teach jazz improvisation and develop repertoire solidified as I put them into 
practice; and I found myself spending more time playing the piano, working on ear 
training, transcribing music, and practicing my saxophone. I became more focused and 
my ideas and methods became more refined as I taught jazz to my own high school 
students. These are the tangible and totally unexpected benefits I personally received 
from participation in this study.  
In addition, my experience working with the participants during this study has 
made me a more thoughtful, empathetic, and patient teacher. The workshops helped me 
to focus on what the participants needed from me instead of me focusing on keeping to 
my agenda. To sum up my takeaways from this study, I would say that I am a better 
person, a better musician, and a better educator, and I am forever grateful to “Edward,” 
“Nathan,” and “Nick” for joining me on this journey.
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APPENDIX 
Appendix A: Email from the CMEA President’s Office to its Members 
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Appendix B: CMEA Confirmation Letter 
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A note to the reader about appendices C through F. These are documents that 
were approved by the Institutional Review Board (IRB) at Boston University. When the 
application was submitted to the board for approval, the working title of my study was 
Developing the Skills and Identity to Teach Jazz Improvisation and Pedagogy. 
Subsequent discussions with my supervising professor resulted in changing the title of the 
study to Investigating the Process of Learning Jazz Pedagogy and Improvisation 
Through an Eight-Week Professional Development Workshop. No other aspects of the 
study were modified. 
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Appendix C: Introductory Letter 
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Appendix D: Prestudy Questions Sent to Potential Participants 
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Appendix E: Consent Form 
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Appendix F: Video Consent Form 
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Appendix G: Post-Workshop Questionnaire 
1. What aspects of the workshop stand out to you the most? 
2. What parts of the summer jazz residency experience are most present in your 
memory? 
3. How would you compare your experiences in the workshop and in the jazz 
residency? 
4. What jazz activities, that you have experienced through the workshop or 
residency, do you think are most relevant to your students?  
5. How has your confidence in your improvisational skills changed in the course of 
the jazz residency and the eight weeks of workshops? 
6. How do you think your approach to teaching jazz improvisation has changed as a 
result of your participation in this study? 
7. How has your understanding of jazz pedagogy changed as a result of your 
participation in this study? 
8. Describe the role if any, that the other participants played in your experience, as 
far as learning the material and going through the workshops? 
9. In general, has the role and importance of teaching jazz improvisation changed as 
a result of your participation in this study? 
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Appendix H: Definition of Terms 
 
App – A software program for computers, tablets, and smartphones. 
 
Approach notes – Diatonic and/or chromatic notes leading to a resolution note; usually a 
chord tone. 
 
Articulation – The accent or tonguing pattern applied to a melodic line. 
 
Bossa Nova – A Latin genre of music native to Brazil and popular in the United States 
beginning in the middle of the 20th Century. 
 
Bridge – The middle, or B, section of a song written in one of the variations of the AABA 
form. 
  
Casual – (noun) As compared to a “steady gig,” term used to describe a party, wedding, 
Bar/Bat Mitzvah, or corporate event at which a band or musician is hired to play for that 
one occasion only. Sometimes known as GB (general business) gigs in some locales. 
 
Changes (chord) – The chords making up the harmonic structure of a song. 
 
Chord symbol notation – The way in which a chord symbol is written by an individual 
musician, software notation program, or a music publisher. Some of the ways to notate a 
C major 7th chord are as follows: CM7, CMaj7, Cma7, C∆, and C∆7. C minor 7th chords 
could be written as Cmin7, Cm7, Cmi7, or C-7. C dominant 7th chords are only written 
as C7, while a C minor 7 chord with a flat 5 (half-diminished) could be written as    
Cmin7♭5, Cm7♭5, Cmi7♭5, C-7♭5 or Cø7. 
 
Chord tone solo – An improvised solo consisting primarily of notes (1-3-5-7) derived 
from the accompanying chords.  
 
Chorus – In jazz, the entire form of a song played through one time. 
 
Comping – In jazz, the playing of a musical accompaniment, primarily on a chordal 
instrument.  
 
Contrafact – An original melody composed over a pre-existing chord progression, e.g. 
blues, rhythm changes, or other jazz or standard song. 
 
Enclosures – Notes surrounding a chord tone. Common enclosures consist of two, three, 
or four notes. 
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Fake book – Originally, a print collection of jazz and popular lead sheets reproduced 
without the permission of the song’s copyright holders, intended for the use of musicians 
in a live performance setting. The term has evolved in the present day to include legally 
permissible collections of a variety of musical genres. 
 
Google Hangouts – An online communications platform developed by Google. In this 
study, we used the video component of Google Hangouts for our weekly video chats. 
 
Groove – The rhythmic feel of a song shared by all members of an ensemble.  
 
Guide tones – In jazz improvisation, usually the third and seventh notes of a chord that 
“guide” the soloist’s creation of an improvised line. For example, in a | II-7 | V7 | I∆7 | 
chord progression in the key of C, the seventh of the Dmin7 chord (the note C) wants to 
resolve down to the note B, which is the third of the G7, while the seventh of the G7 
chord (the note F) wants to resolve down to the third of the CMaj7, which is the note E. 
 
Head – In jazz, the main melody or theme of a song. 
 
Head chart – A chart usually displaying only the melody, chords, and form of a song. 
 
iReal Pro (Technimo, 2013) – A cross platform application that runs on Windows, Mac, 
Ios, and Android devices. iReal Pro generates jazz, Latin and pop music accompaniments 
with mp3 quality bass, drums, piano and guitar. It has a library consisting of thousands of 
songs and enables the users to create an accompaniment for any chords they write into 
the software. 
 
Jazz melodic minor scale – Usually only the ascending half of a traditional (classical) 
melodic minor scale; the 6th and 7th degrees are raised both when ascending and 
descending. 
 
Key center – In the context of this dissertation, the key or scale in common with multiple 
chords. In the key of C major, a D-7, E-7, F∆7, G7, A-7, or Bø7 chords all share the same 
scale or key center. Choosing to play in a key center instead of focusing on individual 
chords is a common improvisational technique. 
 
Lead sheet – Simplified printed music depicting the melody and chords of a song only. 
 
Lick – A short melodic phrase or melody. 
 
Mode – In the context of this dissertation, modes are diatonic sequences (scales) created 
from major scales—commonly called church modes—and from the ascending form of 
the melodic minor scale—also known as a jazz melodic minor scale. Modes are created 
when starting the sequence on different scale tones. 
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Pro Tools – A fairly ubiquitous, hard-disc based digital audio workstation. 
 
Sidestepping – Improvisational technique whereby the improviser moves chromatically 
outside of the prevailing harmony. 
 
Swing – (noun) Style of music popular in the 1930s and 1940s.  
(verb) In the context of this dissertation, eighth notes played with a relaxed triplet feel 
and in sync with a rhythm section.  
 
Tertian voicing – Voicings primarily constructed using the interval of a major or minor 
third. 
 
Upper structures – In the context of this dissertation, major triads built on the second, 
flat-third, flat-fifth, flat-sixth, and sixth steps of the corresponding Mixolydian scale, 
played above the third and seventh of a dominant seventh chord.  
 
Voicings – In the context of this dissertation, the arrangement of notes a pianist 
constructs when playing an accompaniment. 
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Appendix I: Scale Etudes for “Take the ‘A’ Train,” “All of Me,” and “Autumn 
Leaves” 
 Copyright ©2017 Bruce Mishkit
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Appendix J: Blue Bossa Chord-Tone Solo 
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Appendix K: Tenor Madness Major and Minor Blues Scales 
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Appendix L: ATTYA (“All the Things You Are”) - Guide-Tone Sheet 
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Appendix M: Cycle of Fourths and Fifths 
 
  
4th’s & 5th’s
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Appendix N: Key Signatures 
 
Identify Key Signatures V
&
Name both possible tonics for this key signature - Major and Minor. 
A Minor
C Major
1
∑
&
b
b
b
b
Ab Major
F Minor
2
∑
&
#
#
D Major
B Minor
∑
3
&
#
#
#
A Major
F# Minor
4
∑
&
b
b
Bb Major
G Minor
∑
5
&
#
#
#
#
#
#
D# Minor
F# Major
∑
6
&
b
b
b
Eb Major
C Minor
7
∑
&
#
#
#
#
E Major
C# Minor
∑
8
&
b
b
b
b
b
b
Gb Major
Eb Minor
∑
9
&
#
G Major
E Minor
10
∑
&
#
#
#
#
#
B Major
G# Minor
∑
11
&
b
F Major
D Minor
∑
12
&
#
#
#
#
#
#
#
C# Major
A# Minor
13
∑
&
b
b
b
b
b
Db Major
Bb Minor
∑
14
&
b
b
b
b
b
b
b
Cb Major
Ab Minor
∑
15
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Appendix O: Developing Walking Bass Lines 
  Copyright © Bruce Mishkit
C Treble
D‹7 G7 CŒ„Š7 £
D‹7 G7 CŒ„Š7 £
5
D‹7 G7 CŒ„Š7 £
9
D‹7 G7 CŒ„Š7 £
13
D‹7 G7 CŒ„Š7 £
17
D‹7 G7 CŒ„Š7 £
21
D‹7 G7 CŒ„Š7 £
25
D‹7 G7 CŒ„Š7 £
29
D‹7 G7 CŒ„Š7 £
33
4
4
&
1 1
1
1
Roots in Whole Notes
Constructing Bass Lines for the Novice Jazz Bassist
&
1 5 1 5 1 5 1 5
Roots & 5th's Half Notes
&
1 3 1 3 1 3 1 3
Roots & 3rd's Half Notes
&
1 5 1 3 1 5 1 3
Roots - 3rd's & 5th's Mix
&
Roots - in quarter notes
&
Roots - with rests
&
Roots - with chromatic passing note
&
Roots & 5ths with chromatic passing note
&
Roots, 3rd's, & 5ths with chromatic passing note
w
w
w w
˙
˙
˙
˙
˙
˙
˙
˙
˙
˙
˙
˙
˙
˙
˙
˙
˙
˙
˙
˙
˙
˙
˙
˙
œ œ œ œ
œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ
Œ
œ œ œ
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Appendix P: II-V-I Cycle of Fourths 
  
D‹7 G7 CŒ„Š7 £
G‹7 C7 FŒ„Š7 £5
C‹7 F7 B¨Œ„Š7 £9
F‹7 B¨7 E¨Œ„Š7 £13
B¨‹7 E¨7 A¨Œ„Š7 £17
E¨‹7 A¨7 D¨Œ„Š7 £21
A¨‹7 D¨7 G¨Œ„Š7 £25
C©‹7 F©7 BŒ„Š7 £29
F©‹7 B7 EŒ„Š7 £33
B‹7 E7 AŒ„Š7 £37
E‹7 A7 DŒ„Š7 £41
A‹7 D7 GŒ„Š7 £45
&
ii-V7-I Circle of 4th's
&
&
&
&
&
&
&
&
&
&
&
V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V
V V V V V V V V V V V V V V V V
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Appendix Q: C Major Scale with Diatonic Seventh Chords 
 
C‹ƒ7 D‹…7 E‹…7 F‹ƒ7 G7 A‹…7 B‹…7(b5)
C‹ƒ7 D‹…7 E‹…7 F‹ƒ7 G7 A‹…7 B‹…7(b5) C‹ƒ7 D‹…7 C‹ƒ7
B‹…7(b5) A‹…7 G7 F‹ƒ7 E‹…7 D‹…7 C‹ƒ7 B‹…7(b5) C‹ƒ7
C‹ƒ7 D‹…7 E‹…7 F‹ƒ7 G7 A‹…7 B‹…7(b5) C‹ƒ7 D‹…7 C‹ƒ7
B‹…7(b5) A‹…7 G7 F‹ƒ7 E‹…7 D‹…7 C‹ƒ7 B‹…7(b5) C‹ƒ7
C‹ƒ7 D‹…7 E‹…7 F‹ƒ7
G7 A‹…7 B‹…7(b5) C‹ƒ7
&
Pattern #1
I
Functional Harmony
Diatonic 7th Chords
ii iii IV V vi vii
&
&
&
Pattern #2
&
&
Pattern #3
&
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w
w
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°
¢
°
¢
Copyright © 2017 Bruce Mishkit 
C‹ƒ7 B‹…7 A‹…7 G7
F‹ƒ7 E‹…7 D‹…7
C‹ƒ7
£
A7 D‹…7 B7 E‹…7 C7 F‹ƒ7
D7 G7 E7 A‹…7 F©7 B‹…7(b5)
&
Pattern #3 - continued
&
&
V7/ii ii-7 V7/iii iii-7 V7/IV IV∆7
Secondary Dominants in the
Key of C Major
?
&
V7/V V7 V7/vi vi-7 V7/vii viiø7
?
œ
œ
œ
œ
œ
œ
œ
œ
œ
œ
œ
œ
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Appendix R: Major and Melodic Minor Modes (Mishkit, 2005, “reprinted with 
permission”) 
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Appendix S: Sample Instrumental Rehearsal and Performance Schedule 
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